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PREFATORY NOTE 


In the present volume an important treatise on the canons of 
dramatic composition in early India is published for the first time 
in an English translation, with the text, explanatory notes, and 
an introductory account of the author and his work. As a con- 
tribution to our knowledge of Hindu dramaturgy, I am glad to 
accord the book a place in the Indo-Iranian Series, particularly 
as it comes from one who has long been associated with me as 


a co-worker in the Oriental field. 


A. V. WILLIAMS JACKSON. 
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PREFACE 


The publication of the present volume, originally planned for 
1909, has been delayed until now by various contingencies both 
unforeseen and unavoidable. While in some respects unfortu- 
nate, this delay has been of advantage in giving me opportunities 
for further investigation and enabling me to add considerably to 
my collection of comparative material. 

For information regarding the plan and scope of the book I 
would refer the reader to pages xli-xlv of the Introduction. I 
take this opportunity, however, to emphasize the fact that the 
transliterated text of Dhanamjaya’s treatise has been included 
solely for the convenience of those using the book; with the ex- 
ception of a few minor corrections and emendations it is the same 
as that originally published by Hall in 1865. It should be noted, 
furthermore, that I have not undertaken to present the comments 
of Dhanika except in a few special cases, the paragraphs headed 
‘Com.’ being devoted chiefly to recording the source of his numer- 
ous illustrative quotations. The limitations I have imposed on 
myself in the notes will be evident to the reader on inspection. 

In deference to the wishes of the publishers I have refrained 
from using in the present volume the simpler English spellings 
recommended by the Simplified Spelling Board. I should have 
preferred to adopt them here, as I have done in my personal cor- 
respondence, because I believe that the use of the simpler forms 
in the publication of books and papers is one of the most effective 
means of furthering a change at once so necessary and so reason- 
able. 

I am indebted to the librarians of the India Office and of the 
Deutsche Morgenlandische Gesellschaft for their kindness in 
sending to Professor Jackson, for my use, a number of volumes 
that were not accessible in this country. It is a pleasure to ac- 
knowledge also the uniform courtesy of the publishers, whose 
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Vill PREFACE 


patience must have been sorely taxed by the long course of pub- 
lication, and of the printers, who have not only performed their 
part of the task in a highly creditable manner, but have shown the 
greatest forbearance with the unavoidable delays incident to the 
production of the book. 

My special thanks are due to Professor E. Washburn Hopkins 
for the use of his copy of the Satsaiya of Bihari and for com- 
ments on certain difficult passages; to Professor Charles R. Lan- 
man for placing at my disposal a rare version of the Mahanataka 
and giving me suggestions regarding certain parts of my transla- 
tion; and to Dr. Franklin Edgerton for material from an unpub- 
lished MS. of the Vikramacarita. Iam sincerely grateful as well 
to Dr. Charles J. Ogden, who read the entire book in proof and 
gave me numerous welcome corrections and suggestions, and to 
Dr. Louis H. Gray, who carefully examined with me many diffi- 
cult passages and whose broad scholarship has been helpful at all 
stages of the work. I wish to express also my appreciation of the 
help of two other friends, Miss Marie L. Weiss and Miss Jane 
Porter Williams, who have in various ways generously contrib- 
uted to the successful completion of my task. 

And I wish to record here, above all, some expression, how- 
ever inadequate, of the debt of gratitude I owe to my friend and 
teacher, Professor A. V. Williams Jackson. His kindly interest 
in my work has never flagged since the day, now twelve years 
past, when I first took up the study of Sanskrit under his guidance, 
and, even amid the pressure of multifarious duties, he has always 
placed his time and energy ungrudgingly at my disposal. In the 
preparation of this book I have had throughout the benefit of his 
encouragement and his stimulating criticism, and it bears some 
evidence of his comments and suggestions on almost every page. 
My years of association with him at Columbia as pupil and as 
co-worker will always remain a precious memory. 

GeorcE C. O. Haas. 

July 28, 1912. 
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INTRODUCTION 


I. CONCERNING THE DaSARUPA OF DHANAMJAYA 


The author and his patron. The DaSaripa,’ or Treatise on 
the Ten Forms of Drama, one of the most important works on 
Hindu dramaturgy, was composed by Dhanamjaya, son of Visnu, 
in Malava in the last quarter of the tenth century A.D., during 
the reign of Vakpatiraja II, or Mufija.2, The monarch’s name 
is given by Dhanamjaya in his concluding stanza (DR. 4. 91), 
where he states that his.‘ intelligence was derived from discourse 
with the sovereign lord Mufja.’ This ruler, who had a great 
variety of names or epithets (Mufja, Vakpati, Utpalaraja, 
Amoghavarsa, Prthivivallabha, Srivallabha),? was the seventh 


*The name appears as DaSsariipa or, more frequently, as Dasaripaka, 
with the suffix -ka. For the shorter form, which I use throughout in 
referring to the work, we have, as Hall observed (p. 4, notes), the war- 
rant of Dhanamjaya himself in his concluding lines (4. 91), as well as 
the ‘implied support of Dhanika,” who gave his commentary the title 
Dasaripavaloka, C£. also the parallel forms Dasaripa-tika and Dasari- 
paka-tiké noted as names of another commentary by Aufrecht, Cat. Cod. 
Oxon. p. 135 b. 

*See Bithler (and Zachariae), ‘Ueber das Navasahasankacharita des 
Padmagupta oder Parimala,’ in Sb. der phil.-hist. Classe der kais. Akad. 
der Wiss. zu Wien, 116 (1888), p. 620-625 (=English translation, Ind. 
Ant, 36. 168-170). The last (15th) section of the first prakasa of 
Merutunga’s Prabandhacintamani (completed April, 1306) is devoted to 
an account of Mufija; see the translation by Tawney, Calcutta, I901 
(Bibliotheca Indica), p. 30-36. Mufija is mentioned by Sambhu in his 
Rajendrakarnapiira, v. 17 (Aufrecht, Catalogus Catalogorum, 1. 460b). 
For inscriptions recording land-grants by Mufija-Vakpati see Archaeol. 
Survey of Western India, vol. 3 (Burgess), London, 1878, p. 100 (given 
also at Ind. Ant. 6. 48-53) ; Ind. Ant. 14. 159-161. 

5 Cf. Bithler, op. cit. p. 620-621; Ep. Ind. 1. 226. See also p. xxiii, below. 
For an inscription giving the name Utpalaraja see Ep. Ind. 5, p. vi. 
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raja of the Paramara dynasty of Malava.1 He came to the 
throne in 974 A.D., succeeding his father Siyaka, and held sway 
until about 995, when he was defeated, taken captive, and exe- 
cuted by the neighboring Calukya king Tailapa II (or Taila),® 
whom he had, according to the author Merutunga, conquered in 
six previous campaigns.* 

Mujja was not only an intrepid warrior, but a poet® and patron 
of letters as well. Padmagupta, the author of the Navasahasanka- 
carita, twice calls the king a ‘friend of poets’® and states that it 
was because of royal favor that he, too, was able to ‘ wander along 
the path trod by the master-poets.’” The lexicographer Hala- 
yudha also, in commenting on the metrical treatise of Pingala, 
includes stanzas in praise of Mufija’s liberality. Furthermore 


* For inscriptions regarding this dynasty see Ep. Ind. 1. 222-238; 2. 180- 
195. Cf. Bihler, op. cit. p. 603-630; Fleet, ‘The Dynasties of the Kanarese 
Districts,’ 2d ed., p. 432, in Bombay Gazetteer, 1 (1806), pt. 2; Bhandarkar, 
‘Early History of the Dekkan,’ ibid. p. 214. 

*On the date see Buhler, op. cit. p. 624-625. 

® Mufija’s execution is attested by Calukya inscriptions; see Ind. Ant. 
12. 270; 16. 18, 23; 21. 167-168; Ep. Ind. 2. 212-221. Cf. Kielhorn, Ep. Ind. 
2. 214-215. 

“Buhler (op. cit. p. 623) gives the text as follows: fapathaddnapirva- 
kam nisidhya tam pura sodha nirjitam ity avajnatayad pasyann atirekavasat 
tam saritam uttirya skandhavaram nivesayam asa. Cf. Prabandhacin- 
tamani, tr. Tawney, Calcutta, 1901, p. 33. Buhler inadvertently translated 
gsodha as ‘sechzehnmal,’ and this mistake has been perpetuated by him, 
Ep. Ind. 1. 227, and by Vincent Smith, Early History of India, p. 317, 
328 (2d ed. p. 365, 389).— On Mufija’s military exploits see Buhler, Ep. 
Ind. 1. 227-228. His defeat by Baliraja, a Cahamana chief, is mentioned 
in an inscription of about 1262 A.D.; see Ep. Ind. 9. 71.—For the legend- 
ary account of Mufija, as given in the Bhojaprabandha, see Lassen, 
Indische Alterthumskunde, 3 (Leipzig, 1858), p. 837-841. 

* Mufija, the author of the Gaiidavaho, lived early in the eighth century, 
under King Yasovarman. Peterson’s identification of him with the Para- 
mara ruler Mufija-Vakpati (Subhdsitavali, p. 115) is erroneous. A similar 
mistake is found in Kdvyamdld, part 1 (2d ed., Bombay, 1893), p. 131, 
where one of the editors assigns to Utpalaraja (= Mufija) the authorship 
Utpaladeva, who lived about 930 A.D. 

° Navasah. 1. 8: kavibandhava; 11. 93: kavimitra. 

*Navasah. 1. 7. The text is given below, p. xxvi, note I. 

° For the text of one of them see p. xxv, note 7, below. 
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Dhanika, poet and commentator, held an official position at the 
court'; Dhanamjaya claims, as we have seen, to have profited 
by conversations with his august ruler; and the work of other 
authors, to be mentioned below, bears added witness to the 
literary activity during his reign. Some indication that Mufija 
himself was regarded as a poet? is to be found in the fact that 
Merutunga depicts the captive king as versifying his plaints.’ 
That he actually was a writer of verse, however, is clearly estab- 
lished by quotations of some of his lines by later writers and in 
anthologies. One of his stanzas, for example, is twice quoted by 
Dhanika in his commentary on the DaSaripa, the author being 
given in the one case as ‘ Sri-Vakpatirajadeva’ and in the other 
as ‘Sri-Mufija."* Another stanza is reproduced by the later 
Paramara king Arjunavarman (who ruled early in the thir- 
teenth century) in his Rasikasamjivani, a commentary on the 
AmaruSataka, with the statement that it was composed by ‘our 
ancestor Mufija, whose other name was Vakpatiraja.’> The 
poet Ksemendra (fl. 1037-1066 A.D.) quotes three different 
stanzas by ‘Srimad-Utpalaraja, in as many of his works.® 
Two of these, found respectively in the Suvrttatilaka and the 
Kavikanthabharana, are not otherwise known; the third, a well- 
known stanza beginning ahau vad hare va, recurs in one of the 
- Centuries attributed to Bhartrhari, where it is probably to be 

*Cf. page xxxii, below. 

?In connection with Mufija’s literary inclinations it is of interest to 
note that his nephew, Bhojadeva, was the reputed author of the Saras- 
vatikanthabharana, a rhetorical work of some importance (often referred 
to in my notes). Mufija is mentioned in one of its stanzas (1. 83, p. 60). 

® Prabandhacintamani, tr. Tawney, Calcutta, 1901, p. 34-35. — Verses are 
attributed to Mufija also in Ballala’s Bhojaprabandha. For a list of these 
and a record of their recurrences in other works see Oster, Die Rezensionen 
des Bhojaprabandha, Darmstadt, I911, p. 24 (dissertation). 

*See the com. on DR. 4. 66, 67. On Mufija’s various names and epi- 
thets see above, p. xxi. 

* His words are: asmatpirvajasya Vakpatirajaparanamno Mujijadevasya. 
See AmaruSataka, ed. Durgaprasad and Parab, Bombay, 1886, p. 23. 

°Suvrttatilaka 2. 6 (Kavyamala, part 2, ed. Durgaprasad and Parab, 


Bombay, 1886, p. 37); Kavikanthabharana 2. 1 (Kdvyamdala, pt. 4, 1887, 
p. 125) ; Aucityavicaracarca 16 (Kdvyamala, pt. 1, 2d ed., 1893, p. 131). 
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regarded as an interpolation.1 Vallabhadeva included this same 
stanza and one other in his anthology,? and two further specimens 
of the royal author’s verses are found in the Sarngadharapaddhati 
Cent 363 ALD) )* 

Contemporaries of Dhanamjaya. Concerning Dhanamjaya* 
himself nothing is known save his authorship of the DaSaripa 
and his relations with King Mufija, aside from the fact that a 
stanza attributed to him is included in Sridharadasa’s anthology, 
the Saduktikarnamrta.2 Some idea of the literary atmosphere 
in which he lived, however, can be obtained from a consideration 
of the other writers that flourished in Malava at this time. Fore- 
most to command our attention is Dhanika, son of Visnu, 
who not only wrote poetry in Sanskrit and in Prakrit, but also 
prepared the current commentary on the DaSariipa. He and his 
commentary will be specially referred to below, in the second 
part of this Introduction. Next may be mentioned the lexi- 
cographer and poet Dhanapala, son of Sarvadeva, who lived 
at Dhara,® the Malava capital, under Vakpati and his predecessor 
Siyaka.’?. He was the author of the Paiyalacchi, a Prakrit vocabu- 


1 Vairdgyasataka 40 (—Spr. 844). In Sarng., where this stanza also 
occurs (4102), it is attributed to Bhartrhari. 

* Subhasitavali 3413, 3414. The author is given as ‘ Sri-Harsadeva- 
tmaja-Vakpati.’ 

*Sarng. 126 (by ‘ Vakpatiraja’), 1017 (by ‘ Utpalaraja’).— According 
to Aufrecht, Catalogus Catalogorum, 1. 64 b, Utpalaraja is mentioned or 
quoted also in the Saduktikarnamrta of Sridharadasa. (But I find no 
mention of this at ZDMG. 36. 557, in Aufrecht’s article on Skm.) 

*On a different (and probably later) Dhanamjaya, who was the son of 
Vasudeva and who wrote a kavya called Dvisamdhana, or Raghava- 
pandaviya, as well as a brief lexicographical work entitled Namamaila, 
see Zachariae, ‘Die indischen Worterbiicher (KoSa),’ in Grundriss der 
indo-arischen Philogie, 1. 3B, p. 27-28 (Strassburg, 1897). 

*Skm. 3. 211; cf. Aufrecht, ZDMG. 36 (1882), p. 533-534. 

*See Paiyalacchi 277. 

"Merutunga mentions both Dhanapala and his brother Sobhanamuni; 
see Prabandhacintamani, tr. Tawney, Calcutta, 1901, p. 52-62. He errone- 
ously places them both at the court of Bhoja, either by inadvertence or 
to add greater luster to that monarch’s entourage; cf. Buthler, BB. 4 
(1878), p. 73-75. Dhanapala is mentioned also by Santisiiri in his Pra- 
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lary, completed in 972-973 A.D.,1 and, after his conversion to 
Jainism, of the Rsabhapaficasika, fifty verses in Prakrit in honor 
of Rsabha, the first prophet of the Jains. A work named 
Tilakamafijari is also ascribed to him.? Dhanapala’s younger 
brother, Sobhanamuni, who was an ardent Jain and is said 
to have converted his brother to his religious belief after pro- 
longed efforts, was also one of the literary men of this time, 
having composed the Sobhanastutayas, also called CaturvimSatika, 
a work on which Dhanapala later prepared a commentary.’ 
Another contemporary writer, Bhatta Halayudha, who 
probably spent the latter part of his life in Malava, is known 
to have been the author of three technical works.* Presum- 
ably the oldest of these is a lexicographical compendium, the 
Abhidhanaratnamala®; the Kavirahasya was written about the 
year 950 at Manyakheta at the court of King Krsnaraja III®; and 
the Mrtasamjivani, a commentary on the Pingalachandahsitra, 
was prepared considerably later at Dhara at the court of King 
Mufja, whose liberality is appreciatively referred to in some of 
the stanzas." The poet Padmagupta (also called Parimala), 


bhavakacarita. On both Dhanapala and Sobhanamuni see Buhler, Sod. 
- Akad. Wien, 99 (1882), p. 568-572. 

* The text of the Paiyalacchi has been published by Buhler, BB. 4 (1878), 
p. 70-166. On the date of completion of this work see ibid. p. 71. 

* The text of the Tilakamafijari, ed. by Bhavadatta Sastri and Parab, 
was published at Bombay in 1903 (Kavyamala series, no. 85). 

® The text of Sobhana’s work has been edited by Jacobi, ZDMG. 32 
(1878), p. 500-534. On the com. see Bihler, Sb. Akad. Wien, 99 (1882), 
p. 570-572. ; 

*On Halayudha see Heller, Halayudha’s Kavirahasya, Gottingen, 1894, 
p. 20-32 (dissertation). 

°Cf. Zachariae, ‘Die indischen Worterbiicher (KoSa),’ in Grundriss 
der indo-arischen Philologie, 1. 3 B, p. 26 (Strassburg, 1897). The text 
has been edited by Aufrecht, London, 186r. 

* Published by Heller, Halayudha’s Kavirahasya, in beiden Recensionen 
herausgegeben, Greifswald, 1900. 

"This commentary has been printed with Pingala’s Siitras in the edi- 
tions of Visvanatha Sastri, Calcutta, 1874 (Bibl. Ind.), and of Kedara- 
natha and Panashikar, Bombay, 1908 (Kavyamala series, no. 91). One 
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son of Mrgankagupta, found favor, as was mentioned above, 
with Vakpatiraja and later with his successor Sindhuraja, at 
whose direction he wrote the Navasahasankacarita, a mahakavya 
in glorification of the sovereign.t | Dhanika quotes one of his 
stanzas in his commentary on the DaSariipa.2 To this same 
period belongs also the Jain author Amitagati, who finished 
his Subhasitasamdoha, or Subhasitaratnasamdoha, in 993 A.D., in 
the reign of Mufija.* Another work of his, entitled Dharma- 
pariksa, was written in the year 1014.4 

Scope and importance of the DaSariipa. In the DaSariipa 
Dhanamjaya presents, in the form of a brief manual, the rules 


of the references to Mufija-Vakpati (for a list of which see Weber, 
Indische Studien, 8. 193-4) is as follows (4. 20) :— 


sa jayati Vakpatirajah sakalarthimanorathaikakalpataruh 
pratyarthibhitaparthivalaksmihathaharanadurlalitah. 


Peterson, Subhdsitavali, Bombay, 1886, p. 115, states that this verse is 
quoted in the DaSariipavaloka, but I do not find it in the printed text. 

+See Bithler and Zachariae, ‘Ueber das Navasahasankacharita des 
Padmagupta oder Parimala,’ in Sb. der phil.-hist. Classe der kais. Akad. 
der Wiss. zu Wien, 116 (1888), p. 583-630 (English translation of this 
article: Ind. Ant. 36. 149-172). The text has been published by Vamana 
Shastri Islampurkar, Bombay, 1895. Padmagupta’s chief reference to his 
royal patrons is as follows (Navasah. 1. 7, 8):— 


Sarasvatikalpalataikakandam 
vandaimahe Vakpatirajadevam 
yasya prasidad vayan apy ananya- 
kavindracirne pathi samcaramah. 


divam yiyasur mama vaci mudram 
adatta yam VGkpatirajadevah 
tasyanujanma kavibandhavasya 
bhinatti tam samprati Sindhurajah. 


* See the commentary on DR. 2. 65. 

* Cf. Kielhorn, Ind. Ant. 19. 361; Hertel, WZKM. 17. 105-134. The text 
of this work has been published by Schmidt and Hertel in ZDMG., vols. 
59 and 61, and also by Bhavadatta Sastri and Parab, Bombay, 1903 
(Kavyamala series, no. 82). 

*On this work see Mironow, Die Dharmapariksa des Amitagati, Leip- 
zig, 1903 (dissertation). 
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of dramatic composition originally laid down in the great com- 
pendium of Hindu dramatic science, the Bharatiyanatyaéastra. 
That monumental work, although regarded as authoritative and 
even invested by tradition with the character of semidivine 
revelation, was altogether too cumbersome for ordinary use and 
had the additional disadvantages of diffuse style and a somewhat 
unsystematic arrangement. From the point of view of the 
dramatist, particularly, it was unsatisfactory, since the purely 
dramaturgic portions were submerged, so to speak, in a mass of 
histrionic and general prescriptions. The author of the Dasariipa 
accordingly aims, as he himself says, to restate the principles of 
dramaturgy in more concise and systematic form.t. He not only 
professes great reverence for the rules of Bharata,? but actually 
adheres for the most part to the terminology and definitions 
attributed to the venerated sage. Dhanamjaya has a somewhat 
different classification of heroines (DR. 2. 24), and in his treat- 
ment of the Erotic Sentiment (DR. 4. 58, etc.) he introduces a 
new distinction (which, it may be noted in passing, apparently 
found no favor, for it is ignored by all the later authorities). At 
3.48, after quoting (though without indication of source) part of 
the definition of the natika given in Bh., he ventures to modify 
it in the direction of greater latitude. The other variations be- 
tween the two works are not of any special significance and are 
few in number.’ 

The excellence of Dhanamjaya’s presentation and its con- 
venient form gave the DaSariipa a prominence that it has retained 
to the present day. As a compact exposition of the dicta of the 
Bharatiyanatyasastra, it largely superseded that work, manu- 
scripts of which are consequently extremely rare, and it so com- 
pletely supplanted such dramaturgic treatises as existed previous 

1Cf. DR. 1. 4 d: kim cit pragunaracanaya laksanam samksipami. 

?Cf. DR. 1. 4 c: pratipadam aparam laksma kah kartum iste. 

* The chief points to be noted, with the sections of DR. concerned, are: 
variations in terminology: I. 31, 79, 80, 96, 107, 120; 2. 80, 86; divergencies 


in definition: 1. 41, 48, 50, 102; difference in term and definition: 1. 85, 
92; omission of a term in DR.: 1. 80. See my notes on these sections. 
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to its time, that it is, with the sole exception of the Bh., the oldest 
extant work in its field. 

Its importance in the eyes of Indian students of the drama is 
further attested by the numerous citations of its rules and allu- 
sions to them in later rhetorical and dramaturgic treatises and in 
the native commentaries on Hindu plays. In the Prataparudriya, 
for example, we find ten quotations from the DaSariipa,? the 
source being indicated in all but one of the cases; three other pas- 
sages, also ascribed to the DaSariipa, are not to be found in our 
text.2. The Sahityadarpana, furthermore, not only refers to the 
DaSaripa*® and criticizes some of its statements,* but bases its 
treatment of dramaturgy to a great extent on Dhanamjaya’s work 
and repeats verbatim or with minor variations a large number cf 
its sections. A similar dependence on the Dasaripa and recogni- 
tion of its value is found also in other dramaturgic treatises. 

Style and method of treatment. In style the DaSariipa differs 
very largely from the Bharatiyanatyasastra (upon which, as 
stated above, it is professedly based). The latter is very diffuse, 
abounds in transitional and introductory formulas,’ and often 
uses stock phrases to fill incomplete lines. The DaSariipa, on 
the other hand, is extremely condensed and avoids all formulaic 
‘padding’ except where it is absolutely required by the meter.’ 
In many cases, however, brevity is attained at the expense of 
clearness, and not a few definitions would be absolutely obscure 
except for the help to be derived from the commentary and the 

* The passages quoted are: DR. 1. I1, 15, 23a, 27a, 28b, 34, 36, 115 b; 
3.4; 4.3. (DR. 1. 115 b is quoted at Pratapar. 3. 35, p. 124; for the others 
see my notes on the various sections.) DR. is mentioned also at Pratapar. 

Didst: 
: stew 2, p. 46; 4, p. 221; 4, p. 228. For another pseudo-DR. rule 
see the com. on Anargharaghava, p. 7 (cf. Lévi, pt. 2, p. 4, 24). 

*See my notes on DR. I. 50, 55. DR. 3. 37 is quoted, as by Dhanika, 
he aD), ehilo 

“Regarding these criticisms see my notes on DR. 2. 70, 71. 

°Cf. Bh. 18. 3 b; 18. 40; et passim. 

° Cf. Bh. 18; 112 b; 19. 83, 84; et passim. 


"For examples of the occasional use of transitional phrases see DR. 
. 38 (atha laksanam) ; 1. 67 (laksanam ca praniyate). 
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parallel passages that are to be found in other dramaturgic and 
rhetorical treatises. This is especially the case where only a 
single word is used to explain the meaning of a technical term, 
as often happens in Book 1, in the treatment of dramatic 
structure.* 

In his definitions of technical terms, Dhanamjaya occasionally 
resorts to etymological explanations, on the supposition that the 
root of a word or its component parts will give a satisfactory 
idea of its meaning and application. As a typical example, and 
one which shows the method at its best, may be cited the treat- 
ment of the word ddhikdrika in 1. 19. Analytic in character is 
the definition of the term vyabhicarin (4. 8)— 


visesdd Gbhimukhyena caranto vy-abhi-carinah — 


in which the author attempts to indicate the force of each of the 
components by a separate explanatory word. Other examples of 
etymologic interpretation are found at 1. 9, 20, 81, 126; 2. 44. 

The Hindu fondness for minute and often futile classification 
and subdivision is in evidence throughout the work, but is best 
exemplified in the treatment of the Erotic Sentiment (4. 56-78) 
and also of the types of heroine (2. 24-35), the classification of 
which is shown by a diagram on page 149. Dhanamjaya for- 
tunately refrains from foolish computation (so often found in 
later treatises*) as to the theoretically possible number of types 
of hero and heroine, but his commentator makes up for the defi- 
ciency in the former case.* 

Meters and metrical considerations. The DaSariipa is com- 
posed for the most part in the ordinary Sloka meter regularly 
found in treatises of this kind. Eighteen stanzas, however, 
including the last section in each book, are written in other meters. 
A list of these is here given in the order of their occurrence. 

er DR, I. 61, 68, etc: 

2 Such explanations are frequently met with in the Upanisads; cf. for 
example, Brhad-Aranyaka Up. I. 2. 7; I. 3. 22, 23; 1. 4. 1; Chandogya Up. 
I. 2, 10-12. 


* See my notes on DR. 2. 45. 
aGieOR. 2, 11, com. 
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I, 3 arya 4.44 arya 
4 sragdhara 57 indravajra (6 lines) 
6 indravajra 79 vasantatilaka 
129 vasantatilaka 80 sardutlavikridita 
2. 105 upajati 81 Sardilavikridita 
3. 65 vasantatilaka 83 arya (2 stanzas) 
4. 9 sragdhara 90 vasantatilaka 
IS arya QI indravajra 


35 sragdhara 


One of these stanzas (4. 9), a veritable metrical tour de force, 
embodies in its four lines, without extraneous matter of any 
kind, the names of the thirty-three Transitory States. The second 
arya stanza at 4. 83 is defective in all previous editions, lacking 
one syllabic instant in the second half of the first line. As indi- 
cated in the notes on that section, I have remedied this by a very 
simple emendation of the text. 

As might well be expected, Dhanamjaya has to resort to a num- 
ber of expedients to round out his lines or to obtain the needful 
succession of light and heavy syllables. Perhaps the most natural 
of these, the use of ‘verse-fillers,’ is much less frequent in the 
DaSaripa than in other works of this kind, because of the 
compact arrangement of the material. Instances, however, occur 
here and there; cf. 1. 27 (adkhya) ; 2. 49b (tatha); etc. Tran- 
sitional phrases (such as atha laksanam), which occur in the 
Bharatiyanatyasastra with almost unfailing regularity, are simi- 
larly but little employed, the two chief cases being at 1. 38 and 
1.67. Great advantage in versification is gained also by the alter- 
nation of such verbs and verbal forms as sydat, bhavet, isyate, smrta, 
mata, and parikirtita. Another device, which is especially helpful 
in the metrical adjustment of enumerations and lists of technical 
terms, is the arbitrary grouping of words into copulative com- 
pounds. The most conspicuous example of this is undoubtedly 
the sragdhara stanza at 4. 9; others may be found at 1. 38c, 67, 
$2,507} 21583 04 Geka dob Oe 

To metrical exigencies also must be attributed the use of a 
large number of dramatic terms in varying forms, as well as the 
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occasional substitution of the synonymous word for the term 


regularly employed. 


These variations may be conveniently 


grouped under six heads. The list of examples appended is prac- 
tically exhaustive (but see also my notes on 4. 84, 86, 87). 


1. Addition or rejection of a suffix such as -ka or -na. 


udghatya (3. 14) = udghatyaka 
jananta (1. 125) = janantika 
pravesa (1. 118) = pravesaka 
viskambha (1. 116.) = viskambhaka 
samlapa (2. 83) = samlapaka 
samkgiptika (2. 88) = samksipti 


anuma (1. 75) = anumdana 
avapatana (2. 88) = avapata 
nirodhana (1. 60) = nirodha 
paribhava (1. 47) = paribhavana 
paribhasa@ (1. 102) = paribhasana 
bhasa (1. 97) = bhasana 


2. Substitution of a different derivative of the same basic stem. 


alasata (4. 9) = Glasya 
utsuka (4. 9) = autsukya 
udahrti (1. 71) = udaharana 
augrya (4. 9, 57) = ugrata 
suiya (2. 25) =sva 

capala (4. 9) = capala 


capalata (4. 81) = capala 

parikriya (1. 40) = parikara 
paryupasti (1. 61) = paryupadsana 
pragalbhya (2. 57) = pragalbhata 
vastitthana (2. 88) = vastitthapana 


3. Addition, change, or omission of a prefix. 


dhiraprasanta (3. 44) = dhirasanta 
praharsa (4. 79) = harsa 
.sammoha (4. 86) = moha 

vimarsa (3. 60, 61) = avamarsa 
samcarin (4. 54) = vyabhicarin 


sahacarin (4. 84) = vyabhicarin 
smaya (4. 44) = vismaya 

yatna (1. 28) = prayatna 

vega (4. 81) =avega 


4. Change or omission of one of the elements of a compound. 


upasamhara (1. 97) = kavyasamhara praptisambhava (1. 66) = praptyasa 


dyuti (1. 58) = narmadyuti 
sitrabhrt (2. 100) = sittradhara 


phalagama (1. 28) = phalayoga 


5. Use of a different, but related, simple or compound term. 


utka (4. 75) = virahotkanthita 
bhayotkarsa (4. 52) = bhayanaka 


Samaprakarsa (4. 53) = Santarasa 
siitrin (2. 102; 3. 10) =sitradhara 


6. Substitution of an entirely different word. 


irsya (4. 9) = asiiya 
svadpa (4. 87) = nidré 


If 


upasamhrti (1. 36) = nirvahana 
arti (4. 80) =vyadhi 
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It is probably to these same considerations of meter that we 
must ascribe the adjectival use, in more than twenty cases, of 
numeral derivatives in -dhad, in place of the regular adjective 
derivatives in -vidha (of which only four examples occur: dvividha, 
I. 15; caturvidha, 4. 52b; sadvidha, 3. 58; daSavidha, 3. 54d). 
Clearly adjectival in construction and signification, though not 
in form, are the following words, most of which are used as 
predicates : 


CORD TZ 12S 339.10,0,. 45,8 4a: 
dvedhda: 2. 31, 79d. 

{iGO s T.-23 a, 122); 2524590 C+ 4550,.07 dy 71. 
tredha: 2. 79d; 3. 45d, 55; 4. 79d. 

caturdha: 2. 2, 77a, 88a, 93. 

dasadhda: 1. 10. 


As doubtful cases, possibly truly adverbial, may be added the 
following: dvidha, 3. 15b; 4. 65a; dvedhda, 1. 113; 3. 14b; tridha, 
2. 79b; sodhad, 1. 111. The regular adverbial use is exemplified 
in tredhd, 1. 23a; pasicadhd, 3. 30a. 


2. CONCERNING DHANIKA’S COMMENTARY ON THE DASARUPA 


Authorship and date. In most of the manuscripts the 
Dasaripa is accompanied by a Sanskrit commentary, in prose, 
entitled DaSaripavaloka,! or ‘Examination of the DasSaripa.’ 
Its author, Dhanika, son of Visnu,? is described, in one of the 
manuscripts, as an officer (mahdsadhyapala) of King Utpalaraja,® 


*Hall (p. 4, notes) records that one of his manuscripts has, in one 
place, the variant form Dasaripdloka. 

* There are known also commentaries on this work by Nrsimha Bhatta 
(Aufrecht, Catalogus Catalogorum, 1. 247b, 248a), by Pani, or Devapani 
(Aufrecht, 2. 53), by Ksonidhara Misra (Hall, p. 4, notes), by Kuravirama 
(Aufrecht, 2. 53). So far as I am aware, none of these have been made 
accessible in printed form. 

* Wilson, Select Specimens of the Theatre of the Hindus, 3d ed., Lon- 
don, 1871, I. xx, xxi. Wilson’s statement is reprinted by Hall, p. 3, notes. 
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who is, as we have seen, none other than Mufija, the patron of 
Dhanamjaya.’’' This statement, together with the fact that the 
work contains (at 2. 65) a quotation from Padmagupta’s Nava- 
sahasankacarita (a poem published after 995 A.D., in the reign 
of Sindhuraja), enables us to assign Dhanika’s commentary ap- 
proximately to the end of the tenth century.? It is consequently 
not at all impossible (though I do not regard it as probable) that 
our commentator is the same person as the Dhanika Pandita to 
whose son Vasantacarya a tract of land was granted in 974 A.D. 
by King Vakpati (—Mujja).? This conclusion as to the age of 
the Dasartipavaloka would seem to be invalidated by the occur- 
rence, at the end of the first book (1. 129, com.), of a quotation 
from Ksemendra’s Brhatkathamafijari, a work composed about 
1037 A.D., but the four lines in question occur in only one of the 
manuscripts and are generally admitted, for this and other reasons, 
to be a later interpolation.* 

It has been suggested, because of the similarity of the names 
and the identity of the patronymic, that the author of the DaSariipa 
and its commentator were one and the same person.’ This view 
is supported by the fact that the Dasariipa is usually referred to 
in later treatises as the work of Dhanika® and that the commen- 
tary seems to form an essential part of the treatise. On the other 


+See page xxi, above. Dhanika quotes one of the king’s stanzas in two 
places in his commentary (DR. 4. 66, 67). 

2 According to Jacob, JRAS. 1897, p. 304, Dhanika is quoted 16 times in 
the Sarasvatikanthabharana (written about 1025 A.D.). 

3 Cf. Ind. Ant. 6 (1877), p. 51-53; Archaeol. Survey of Western India, 
vol. 3 (Burgess), London, 1878, p. 100. This grant was first described by 
Hall, Journ. As. Soc. Bengal, 30 (1861), p. 195-210. 

*Cf. Hall, Vasavadattd, Calcutta, 1850, p. 55; Lévi, Journal asiatique, 
8. série, 7 (1886), p. 221; Buhler, Sb. Akad. Wien, 116 (1888), p. 622, 
n. 2; Lacéte, Essai sur Gunadhya et la Brhatkatha, Paris, 1908, p. 14. 
The two Slokas are quoted also in Dhundhiraja’s commentary on the 
Mudraraksasa (ed. Telang, p. 53; ed. Kale, p. 12). 

* Wilson, Theatre of the Hindus, 1. xx. Cf. also Lévi, Journal astatique, 
8. série, 7 (1886), p. 220-221. 

* As, for instance, at SD. 313, 316, etc., and in other works. Cf. Lévi, 
Le Théatre indien, p. 17. 
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hand, there are in the commentary a number of indications of a 
difference in authorship,’ and it is difficult to resist the conclusion 
that Dhanika, its author, was some contemporary of Dhanamjaya, 
very probably his brother, who collaborated in the production of 
the work.” 

Of other works by Dhanika only a few fragments have sur- 
vived to the present day. From seven couplets quoted in his 
comment on DR. 4. 46 it appears that he composed a treatise on 
poetics, entitled Kavyanirnaya, of which nothing further is 
known. His Avaloka also reveals him as a writer of poetry, 
since he cites twenty-four of his own stanzas, twenty in Sanskrit 
and four in Prakrit, as illustrations of Dhanamjaya’s definitions.® 
Two of these stanzas are included, under his name, in the 
Sarngadharapaddhati, and still another is found in that anthology 
without indication of authorship.t*| Very probably Dhanika was a 
poet of some repute and belonged to the literary circle at King 
Mujfija’s court,> for we find his name mentioned with those of 


*At DR. 2. 34, for example, Dhanika gives two possible interpretations 
of the text without deciding which is the correct one; at 3. 40 his ex- 
planation seems to read a technical meaning into an apparently simple 
line; at 4. 52 we find the form wikdsa substituted for the wikdsa of the 
text (this may, of course, be merely a manuscript error). See my notes 
on these sections. I regard Hall’s views (p. 9, notes) regarding Dhanika’s 
interpretation of tulyasamvidhanavisesanam (DR. I. 22) as mistaken; 
the commentator seems to give the meaning intended by the author in 
this passage. 

* Cf. Hall, p. 2-4. That they were brothers is accepted, for example, 
by Keith, A Catalogue of the Sanskrit and Prakrit MSS. in the Indian 
Institute Library, Oxford, Oxford, 1903, p. 4. 

® Dhanika’s lines occur in the commentary on the following sections of DR.: 
2. 8, 16, 22, 26, 20, 50 (Prakrit), 51 (Prakrit), 52, (Prakrit), 57, 60, (Prakrit), 
63, 64, 65, 67, 68, 79 (repeated at 4. 69) ; 4. 3, 34, 35, 67, 69 (three stanzas, one 
being a repetition of the one at 2. 79), 76, 79.— An introductory stanza, 
prefixed to the Avaloka in one of the manuscripts, was rejected by Hall 
as spurious, chiefly on the ground that its style was ‘too pedestrian for so 
ornate a stylist as Dhanika.’ See Hall, p. 4. notes. 

* Sarng. 3973 (DR. 2. 16), 3417 (DR. 4. 3), 278 (DR. 4. 79). 

° See pages xxii-xxili, above. 
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other poets (Kalidasa, Amara, Sundara, and Sankha) in an 
anonymous stanza recorded by Cowell. 

Character and value. Although professedly an aid to the 
understanding of the text, the commentary leaves much to be 
desired and is not nearly so helpful as the average work of its 
kind. At times it explains what is so clear as to require no 
comment (this is, however, frequently the casé in Hindu glosses) ; 
often, on the other hand, obscure words and phrases receive no 
elucidation whatever, and whole sections are occasionally dis- 
missed with but the single word spastam, ‘ [it is] clear.’ Even 
where Dhanamjaya’s definitions of technical terms are illustrated 
by means of examples from Sanskrit literature, the absence of 
further explanation sometimes leaves the exact meaning in doubt. 
The real merit of Dhanika’s Avaloka lies in the occasional lengthy 
discussions of disputed and obscure points and in his collection 
of illustrative quotations, many of which are of value in obtain- 
ing a clear conception of the principles of Hindu dramaturgy. 

Dhanika’s explanatory and illustrative quotations. In his 
explanations of Dhanamjaya’s rules, Dhanika not only refers to 
scenes and situations of the principal Hindu dramas,? but also 
quotes such passages as will serve to illustrate the matters under 
discussion. His quotations are, however, by no means confined 
to dramatic works, but are drawn to a considerable extent from 
other fields of literature as well, particularly from the senten- 
tious poetry and the so-called kavya productions. Occasionally 
also he corroborates his statements by an excerpt from the 
Bharatiyanatyasastra or some other technical work. 

The range of these citations and references, so far as they have 
been identified, can best be seen from the following tabulation, in 
which works merely mentioned (but not quoted) are enclosed in 
parentheses. In the case of works cited only a few times, all the 
occurrences are recorded after the names or in the footnotes. 


*JRAS. 15. 175. 
* As, for example, in the com. on DR. 1. 81; 2, 82; 3. 15; etc. 
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1. Dramas extant and published 


Mrechakatika Nagananda Venisamhara’* 
Sakuntala Mahaviracarita Karptramafijari* 
Vikramorvasi Uttararamacarita Viddhasalabhafijika’® 
Malavikagnimitra Malatimadhava Anargharaghava® 
Ratnavali’ Mudraraksasa’* Mahanataka’ 
(Priyadarsika)* 


2. Other works of Sanskrit and Prakrit literature 


(Mahabharata) * Srngaratilaka” Halasaptaéati™ 
Ramayana)’ Kiratarjuniya™ Bhartrharisatakani™ 
y 
Meghadita” (Kadambari)” AmaruSgataka™ 
Kumarasambhava"™ SiSupalavadha™ Navasahasankacarita™ 
Raghuvaméa™” (Brhatkatha)” 


*The Ratnavali and the Venisamhara are quoted more frequently than 
any other works, especially in connection with the treatment of dramatic 
structure in Book 1, since of all the plays they conform most strictly to 
the rules laid down in the text-books. 

* This play of Harsadeva is referred to at DR. 2. 82, 02. 

* Quoted only at DR. 3. 23, but referred to also at 1. 129 and 2. 86. 

“One stanza is quoted as an illustration of DR. 3. 16. 

° Quoted only once, in the comment on DR. 4. 61. 

° The only quotation from this play is found at DR. 2. 1. Dhanika does 
not name the source of the stanza. Parab, in his index of verses, attributes 
it to the Mahanataka. 

"Regarding this drama see the following page. 

* Referred to only at DR. 3. 28. 

® Mentioned by name at DR. 1. 129; 2. 12, 86; 3. 28, 52. A reference to 
plots based on the Ramayana is found at DR. 2. 90. 

” Quoted only at DR. 4. 71. 

“Quoted only in Books 2 and 4. All of the numerous stanzas from 
Hala are quoted anonymously. 

* Quoted at DR. 2. 1 and 4. 35; mentioned at 4. 74. 

“Of this work, attributed to Kalidasa, stanza 3 is quoted at DR. 4. 60, 
but without indication of source. In Hall’s edition these lines are enclosed 
in brackets, as a possible interpolation. 

“One stanza is quoted, as an illustration of DR. 4. 33. 

* Referred to at DR. 4. 73, 74. 

” This old collection of stories is mentioned at DR. I. 129; 4. 43. 

“ Nitigataka, DR. 2. 1; Srhigaragataka, DR. 4. 43; Vairagyasataka, DR. 
4. 10, 14. 

“On this mahakavya by Padmagupta see p. xix, note 1, and p. xx, 
above. One stanza from it is given at DR. 2. 65. 
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3. Dramas unpublished or no longer extant 


Udattaraghava' Pandavananda’® (Tarangadatta)® 
Chalitarama? (Ramabhyudaya)* (Puspadisitaka)° 


4. Minor and unknown authors or works 


Anandavardhana — five ‘stanzas (found in his Dhvanyaloka commen- 
tary), at DR. 2. 56; 4. 10, 43 (two), 45. 

Vikatanitamba, poetess—one stanza at DR, 4, 42. 

Vakpatirajadeva (= Mufija)°— one stanza at DR. 4. 66, 67. 

Rudra — one stanza at DR. 4. 67. 

Dhanika — twenty-four stanzas (see page xxxiv, note 3). 

(Bhatta Bana’s MahaSvetavarnanavasara, mentioned at DR. 2. 54). 


5. Technical works 


Bharatiyanatyasastra’ — DR. 2, 11; 3. 46, 59; 4. 2, 4, 5, 6, 50, 52, 80. 
Kamasitra of Vatsyayana — DR. 3. 45; (4. 64). 

A treatise by Bhartrhari (apparently not the Vakyapadiya) — DR. 4. 2. 
Kavyalamkara of Rudrata*— DR. 4. 44. 

Kavyanirnaya, by Dhanika himself — DR. 4. 46. 


The quotations frequently deviate from the published texts of 
the works from which they are drawn. Such variations may be 
due either to Dhanika’s quoting from memory, to the existence 
of other recensions than those known to us, or to corruption in 
transmission. They are in most cases of no special importance. 


*A play by Mayuraja. It is quoted at DR. 2. 91; 3. 3; 4. 15, 35; 
referred to at DR. 3. 209. 

? Quoted at DR. 1. 85; 3. 15, 22. 

® The only quotation from this work occurs at DR. 3. 14. 

“Written by YaSovarman in the latter part of the 7th century. It is re- 
ferred to at DR. 1. 90 (also at SD. 427). Cf, ZDMG. 36 (1882), p. 52r. 

° These two plays are mentioned at DR. 3. 45. The name Puspadisitaka 
recurs as Puspabhisita at SD. 512,—At DR. 3. 61 Samudramanthana 
may possibly be the name of a drama. 

° See page xxiii, above. 

*The reputed author of the Bh. is designated variously as Bharata 
(DR. 2. 11), muni (DR. 3. 46), Bharata-muni (DR. 3.59), or satsahasrakrt 
(DR. 4. 2). 

* Rudrata’s Kavyalamkara is not mentioned by name. 
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In addition to differences of wording, which constitute the largest 
part of these variations, we find also instances of transposition 
of the lines of stanzas* and of assignment of speeches to charac- 
ters other than those indicated in the printed texts.2 In some 
cases Dhanika does not repeat dramatic quotations in full, but 
gives merely the first and last words of the passage to which he 
refers; see, for example, the commentary on DR. 1. 48. 

Some of the quotations occur more than once, being used as 
illustrations of two, or sometimes three, different statements. 
One of the stanzas drawn from Amaru, for example, appears both 
at 2. 31 and at 2. 82; a stanza from the Mahaviracarita is quoted 
at 2. I and recurs at 2. 20 and 4. 22. Usually the passage is re- 
peated in full at each occurrence; occasionally, however, only the 
opening words are given (cf. the Ratnavali quotation at 4. 86, 
which appears in full at 2. 92). The first illustrative excerpt at 
4. 86, although introduced with the statement prag udahrtah, 
‘previously quoted,’ does not occur elsewhere in the commentary. 
Possibly the words just mentioned have been misplaced and 
should be connected with the following quotation, which has 
really occurred before. 

Besides referring to actual dramatic works, Dhanika makes 
mention also of legends and stories on which plays were based. 
Such are the Udayanacarita, mentioned at DR. 2. 89, and the 
Samudramanthana, named at DR. 3. 61, although the latter may 
be actually the name of a drama. 

Of particular interest from the point of view of literary chro- 
nology is the occurrence in Dhanika’s commentary of five stanzas 
from the Mahanataka, or Hanuman-nataka.* The source is indi- 
cated in only one instance (DR. 2. 1), but the lines are all to be 
found in the text of the recension published by Jivananda 
Vidyasagara. The oldest extant recension of this play, that 

*DR. 3. 18 (Venisamhara 5. 26); DR. 4. 10 (Mahanataka 9. 55); DR. 
4. 61 (Viddhasdlabhafijika 1. 31). 

*DR. I. 94 (Veni. 5, p. 149-150) ; DR. 3. 10 (Veni. I. 7, p. 10). 


* At DR. 2. 1 (this stanza recurs in RajaSekhara’s Balaramayana, 4. 60), 
5 (repeated at 2. 19), 18; 4. 10, 24. 
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ascribed to Damodara Misra, dates from the eleventh century, 
but has been thought, because of its patchwork character, to be 
merely a revised form of an older work.t This supposition is 
confirmed by the quotations in Dhanika’s commentary, which 
must be from an earlier Hanuman-nataka than the known recen- 
sions, since it is hardly probable that all of the five stanzas, occur- 
ring at as many different places, are later interpolations. As has 
previously been pointed out, the four lines quoted at DR. 1. 129 
from Ksemendra’s Brhatkathamafjari (a work about half a cen- 
tury later than DR.) are doubtless to be regarded as an inter- 
polation.” 


3. CONCERNING PREvioUS EDITIONS OF THE DASARUPA 


Hall’s edition. The earliest edition of the DaSaritipa (so far 
as I am aware), and the only one of any independent value, is 
that of Fitzedward Hall,* published at Calcutta in 1865 in the 
Bibliotheca Indica. The text, as well as the commentary of 
Dhanika, which accompanies it, was based on a collation of six 
manuscripts, five of them complete (see Hall, p. 35-36), and is 
in general very satisfactory. Unfortunately the editor thought 
it unnecessary to include in the printed volume the ‘minute 
account’ of the manuscripts and of their readings which he had 
taken the pains to prepare (Hall, p. 37), and we are thus left 
without much of the information that would have been helpful 
in estimating the correctness of his text. A number of variant 
readings are recorded, however, on pages 38 and 39, and an 
introductory paragraph on page 38 gives the impression that many 

*Cf. Schroeder, Indiens Literatur und Cultur, Leipzig, 1887, p. 658; 
Lévi, p. 243-244; Cimmino, L’uso delle didascalie [for full title see p. xiii], 
p. 142-143. 

* See page xxxili, above. 

3T am informed, on the authority of Mr. Richard Hall, the scholar’s 
son, that Hall wrote his given name ‘ Fitzedward’; the title-page of his 


Dasa-Riipa, however, has the form ‘ Fitz-Epwarp.’ At all events, he should 
not be referred to as ‘F. E. Hall.’ 
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of these were taken from an old copy of the Natyapradipa, a 
work which (as Hall mentions) ‘repeats verbatim a large portion 
of the DaSaripa.’ This list of variants was prepared after the 
text was printed, and such readings as seemed preferable to those 
in the text were designated with asterisks. In using this list it 
must be borne in mind that Hall has disregarded the principle of 
euphonic combination, giving all the readings in the pause-form, 
according to Hindu practise, as if they stood alone, uncon- 
nected with other words. In quoting these I have thought it best 
to give the form actually required by the context. 

The introduction to Hall’s edition contains a brief analysis of 
the work and much illustrative and explanatory material, a large 
part of which is now naturally antiquated. In addition to the 
DaSartipa, the volume contains, as an appendix, the Sanskrit text 
of four books of the BharatiyanatyaSastra, a manuscript of which 
came into the editor’s hands after the completion of the rest of 
the work. The books are numbered 18, 19, 20, and 34; the last, 
however, is really book 24. This appendix is of great value and 
is constantly referred to in the present volume, but it must be 
said that it contains numerous errors and presents the appearance 
of a hasty transcript.t 

Jivananda Vidyasagara’s edition. The edition published by 
Jivananda Vidyasagara at Calcutta in 1878 is merely a reprint. 
Hall’s text is reproduced, even to the misprints, without any indi- 
cation of its source or a single word of acknowledgment. The 
publisher took no notice of the fact that Hall (on pages 38 and 
39) had designated certain variant readings as preferable to 
those in his text. He likewise failed to correct an error to 
which Hall calls attention in his introduction; see my notes 
on DR. 2. 15. The reprint contains no prefatory material or 
index to give a touch of originality. The four books of the 
Bharatiyanatyasastra are also copied from Hall’s edition, with all 
the misprints and inaccuracies faithfully preserved. 


*See my notes on DR. 1. 80; 3. 63. 


INTRODUCTION xli 


Parab’s edition. Another reprint of Hall’s text, prepared 
under the supervision of Kashinath Pandurang Parab, was pub- 
lished by the Nirnaya Sagara Press at Bombay in 1897. Here 
again there is no acknowledgment of indebtedness to Hall’s text, 
which is referred to in the footnotes merely as ‘patha’ For no 
apparent reason, this edition does not follow Hall’s numbering 
of the verses, but adopts a system of its own, which departs from 
the other sufficiently to cause some difficulty in finding passages 
referred to by the numbers of the older edition. 

This edition is in many respects the most practical of the three. 
The text embodies all the readings that Hall marked as preferable 
on pages 38 and 309, and all the variants listed by Hall are given 
in the footnotes. A group of sections in the first book (1. 53-65; 
P. 1. 32b-35; H. 1. 30b-32), which were printed as a con- 
tinuous passage by Hall, are arranged separately, each fol- 
lowed by its own interpretation in the commentary, so as to con- 
form to the rest of the text. The volume contains also a detailed 
table of contents, a list of the works quoted in the commentary, 
and an index of all verses thus cited from other authors, with 
an indication, in many cases, of their source. 


4. CONCERNING THE PRESENT EDITION 


Constitution of the text. The Sanskrit text contained in the 
present edition is not based on any new examination of manu- 
scripts: and can not, therefore, lay claim to any independent value. 
Aside from a few corrections, Hall’s text is reproduced without 
change, with the substitution, however, in nearly all cases, of 
those of his variant readings designated by him as preferable on 
pages 38 and 39 of his edition. The only departures from Hall’s 
text and variants (that is, from the text as printed by Parab) 
are the following: 


On manuscripts of DR. see Aufrecht, Catalogus Catalogorum, 1. 247b; 
2. 53. 


xiii INTRODUCTION 


I. 119 I retain antaryavanika®, disregarding Hall’s expressed prefer- 
ence (p. 38) for °javanika’. 
2. 27 Emendation of °ydvandnanga to °yauvandnanga. 
78 Adoption of °sphirja° for °sphinja®. 
80 Adoption of narmasphirjah for narmasphinjah. 
83 Emendation of °daydjavaih to °dayarjavaih. 
89 Emendation of °parigrahah to °parigraham, to remedy faulty 
grammatical construction. 
4. 34 Emendation of the unintelligible °garbhadejahmya°® to ° garbhader 
jadyam. 
41 Adoption of one of Hall’s variants, °tvarasvasa. 
52 Substitution of Dhanika’s vikdsa for the vikdsa of the printed 
texts. 
83 Change of ati° to ati°® to satisfy metrical requirements. 
87 Adoption of one of Hall’s variants, amistapteh. 
89 Adoption of laksma° from Hall’s variant reading. 


For details see the notes on the respective sections. 

The numbering of sections. The system of numbering in the 
edition of Parab differs from that followed by Hall (and re- 
printed by Vidyasagara) sufficiently to interfere with rapid con- 
sultation of passages in an edition other than the particular one 
referred to.1. Furthermore, the method employed in these edi- 
tions does not permit of accurate citation, especially of the 
briefer definitions, without the cumbersome addition of letters 
and superior figures.?- I have accordingly decided, after mature 
deliberation, while preserving the very practical division into 
four books, to renumber the work according to logical sections 
and thus to establish a simple numerical designation for every 
definition or part of a definition that is separately treated in 
Dhanika’s commentary. At the head of each section I have placed 
not only the new number thus assigned, but also the number in 
the editions of Parab and of Hall,* so that passages may be con- 


* Note, for example, the following variations: P, 1. 67 =H. 1. 60; P. 2. 
2S 2s Pas ae) Grse Pn Ay Oy eaiele Aa Owe 

* The brief definition of the term parisarpa, DR. 1. 54, had to be cited 
heretofore as H. 1. 30b*, ci, or as Pi 2, 32b%, 33a... Similarly Dee 
Ss 7, Siar eee on be 

* Vidyadsagara’s numbering is identical with that of Hall. 
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sulted with convenience in the present volume, no matter to 
which edition reference is made. 

The translation. In the translation, which I have aimed to 
make as nearly literal as possible, it has been found necessary to 
introduce a considerable number of explanatory words [enclosed 
in brackets], in order to make clear the precise meaning of the 
condensed Sanskrit original. Important Sanskrit technical terms 
have usually been repeated (enclosed in parentheses) in the trans- 
lation, in their uninflected form, especially where they are defined 
or explained. The translations adopted for these technical words 
are not, in many cases, literal renderings of the Sanskrit names 
(as: bindu, ‘drop’; patakd, ‘banner’), but are selected with a 
view to indicating, as far as possible, the special significance of 
the original. To avoid their being taken in their ordinary Eng- 
lish sense they are distinguished by capital initial letters. It was 
not considered necessary to indicate throughout the special force 
of the constantly recurring optative verbal forms; such verbs as 
bhavet or syat, especially where they occur in mere definitions, 
are frequently rendered by the simple ‘is’ or a similar indicative 
form. 

Extracts from the commentary of Dhanika. Under the head- 
ing ‘Com.’ is given the substance (and occasionally a literal trans- 
lation) of such passages of the commentary as are of particular 
interest or importance. It was not deemed necessary to present 
in detail Dhanika’s longer theoretical arguments, and these have 
either been passed over without mention or merely briefly sum- 
marized.1 I have made a special effort, however, to discover and 
record the source of the numerous illustrative quotations that 
Dhanika has introduced into his work.2 For many references I 
am indebted to Bohtlingk’s valuable collection of material 
“Zur Kritik und Erklarung verschiedener indischer Werke’ (43. 
Dagaripa, in Mélanges asiatiques, 7. 574-577) and to marginal 

* Especially where already given by Lévi or Regnaud; cf. the com. on 


DR. 2. 5, 6; 4. 44. 
* See pages xxxv-xxxix, above. 
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annotations by Bohtlingk in his copy of Hall’s edition, which is 
now in my possession. The references so obtained I have sup- 
plemented by tracing to their source many additional quotations; 
but a number of the passages quoted by Dhanika still remain 
unidentified, chiefly because the works from which they were 
drawn are unpublished or no longer extant. When a stanza not 
otherwise located appears in native anthologies (such as the 
Sarngadharapaddhati or the Subhdsitavali), in a later work (such 
as the Bhojaprabandha), or in Bohtlingk’s Indische Spriiche, I 
have given its number in such collection in place of the usual 
phrase ‘unidentified stanza’?; I have also added references to 
these works in a number of cases where the original source is 
known, in order to show that the passage is one that is familiar 
and often quoted. The editions that have been consulted are 
recorded on pages xiv—xvii, above. 

The notes in this volume. Such explanatory material as it 
seemed advisable to include in the present work will be found 
appended to the several sections under the heading ‘ Notes,’ the 
necessity of turning to another part of the book for annotations 
being thus entirely obviated. Among the matters included in the 
notes may be mentioned particularly the variant readings referred 
to above (p. xxxix), explanations regarding Dhanamjaya’s termi- 
nology and definitions, divergencies between the DaSariipa and 
other dramaturgic treatises, references to the work of scholars in 
this field (especially Lévi, Regnaud, and Schmidt), and—a fea- 
ture to which I have devoted a great amount of time and labor 
—a collection of references to parallel passages in other Hindu 
works, chiefly dramaturgic and rhetorical. 

These references to native treatises—which will enable the 
reader to make a comparative study of any special point without 
a laborious search of his own—are as exhaustive as the material 
at hand would allow. After a preliminary consultation of the 
references given in the works of Lévi, Regnaud, and Schmidt 


2 As, for example, at 2, 42; 4. 16, 17, 27, 28. 
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(see the Bibliography, p. xiii), all accessible Sanskrit texts dealing 
with rhetoric and the drama have been carefully searched for 
passages treating the same topics or defining the same terms as 
those that appear in the DaSaripa, and parallel passages in other 
Sanskrit works have been included wherever possible. The refer- 
ences are preceded in every case by the special symbol Il, the 
parallel bars being intended to suggest the parallel passages. The 
order in which the various works are enumerated is in the main 
chronological, although the date of composition is in many cases 
merely a matter of conjecture. The Sahityadarpana, however, 
though dating from the middle of the fifteenth century, has for 
reasons of convenience been quoted uniformly in the second 
place, directly after the BharatiyanatyaSastra. Detailed informa- 
tion regarding the editions to which the citations refer will be 
found on pages xiv-xvii, in the Conspectus of Editions of Texts. 
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BOOK ONE 
mic TH. 1). 


namas tasmai GaneSaya yatkanthah puskarayate 
madabhogaghanadhvano nilakanthasya tandave. 


“Homage to that Ganesa whose throat, deeply resonant in his 
excessive frenzy (mada-adbhoga), serves as a drum in the wild 
dance of Siva, just as the sound of the wildly expanding thunder- 
cloud at the dance of the peacock!’ 

Com. ‘ According to established usage’ the author begins his work with 
two stanzas of invocation. — There is here an imperfect pun (khandaSlesa). 


Norres. As noted by the commentator, there is a play on words in this 
introductory stanza. The entire second line refers to the dance of Siva, 
but can also be understood as referring to that of a peacock. In this way 
a simile is included in the very words to which it refers. This necessi- 
tates a double translation of the words in the second line. 


mae. 2; H. 2). 


daSaripanukarena yasya madyanti bhavakah 
namah sarvavide tasmai Visnave Bharataya ca. 


‘Homage to that omniscient Visnu whose senses revel in the 
semblance of his ten forms [of incarnation], and to Bharata, 
whose poetic sensibilities revel in the imitation of the ten forms 
[of drama] (dasariipa).’ 

Notes. Here again there is a double meaning, in that the first line 
applies in one sense to Visnu and in another to Bharata. In order to 


convey this twofold meaning adequately in English, the words of the first 
line have been rendered twice. 








gap A list of abbreviations and symbols will be found on pages xviii- 
xix; a conspectus of editions of texts referred to, on pages xiv—xvii; 
remarks concerning the plan of the present volume, on pages xli—xlv. 
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INTRODUCTORY REMARKS 


3. (P93 ett): 
kasya cid eva kada cid dayaya visayam Sarasvati vidusah 
ghatayati kam api tam anyo vrajati jano yena vaidagdhim. 


‘Sarasvati through her favor furnishes to any intelligent man 
at any time that subject, whatever it be (kam apt), by which 
somebody else becomes cultured.’ 

Notes. The sense is: The goddess Sarasvati freely provides themes 


for literary works to persons of intelligence, and through these works cul- 
ture is diffused among others. — Meter: arya. 


41(P 434). 

uddhrtyoddhrtya saram yam akhilanigaman 
natyavedam Virificis 

cakre yasya prayogam munir api Bharatas 
tandavam Nilakanthah 

Sarvani lasyam asya_ pratipadam aparam 
laksma kah kartum iste 

natyanam kim tu kim cit pragunaracanaya 
laksanam samksipami. 


‘Who, pray, is able to make a new detailed nomenclature 
(pratipadam laksma) of dramatic science, which Virifici [i. e. 
Brahma] created after repeatedly extracting the essence from 
the entire sacred writ—[that dramatic science] of which Bharata, 
though a seer, gave an exhibition, Nilakantha [i. e. Siva] per- 
forming the wild dance (ta@ndava) and Sarvani [i. e. Parvati] 
performing the gentle dance (/asya)? Yet I shall give concisely, 
in orderly arrangement, some sort of description of dramatic 
representations.’ 

Notes. A reference to the legend of the creation of the drama by 
Brahma and of the codification and application of its rules by Bharata, 


the reputed author of the Bharatiya-natyasastra. — Meter: sragdhara. — Cf. 
Lévi, p. 16. 
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5 (P. 5; H. 5). 
vyakirne mandabuddhinam jayate mativibhramah 


tasyarthas tatpadais tena samksipya kriyate ‘fijasa. 


“In a diffuse [treatise] there arises confusion of mind on the 
part of those of slow wit; therefore the import of it [i. e. of the 
code of dramatic rules] is given concisely and directly in its 
[own] words.’ 


Notes. Cf. Lévi, p. 17. 


Om (P..6; H. 6). 
anandanisyandisu riipakesu 
vyutpattimatram phalam alpabuddhih 
yo ’pitihasadivad aha sadhus 
tasmai namah svaduparanmukhaya. 

‘As for any simple man of little intelligence who says that 
from dramas, which distil joy, the gain is knowledge only, as 
in the case of history (ttihdsa) and the like—homage to him, 
for he has averted his face from what is delightful!’ 


Com. Spr. 3122.— The statement is ironical (solluntham). 
Notes. Meter: indravajra. — Cf. Lévi, p. 258. 


FUNDAMENTAL DEFINITIONS 
meor 7a’; H. 7a"). 
avasthanukrtir natyam. 

‘Drama is the imitating of situations.’ 

Notes. [|SD. 274; Pratapar. 3. 1, p. 100. Cf. Lévi, p. 20. 
Bee. 7a*;’ 1.7 a7). 

rupam drsyatayocyate. 
‘It is called a Show (ripa, lit. form) because of the fact that 
it is seen.’ 


Notes. Cf. Lévi, p. 209. 
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Q- ( Parnbes ry bt ye 
rupakam tat samaropad. 


‘It [is called] Representation (ripaka) because of the assump- 
tion [of parts by actors].’ 

Notes. As noted by Lévi, pt. 2, p. 5, the word riipaka, although merely 
a variant of the preceding rapa, is referred by native theorists to the 
causative form (ropayati) of the root ruh. It is therefore explained here 


by a compound derivative of the causative, samdropa. 
{!SD. 273. Cf. Lévi, p. 29. 


TOM (7 Dee? b): 
daSadhaiva rasasrayam. 


‘It is tenfold, and is based on the Sentiments.’ 


Notes. With regard to the employment of the different varieties of 
Sentiment (vasa) in a drama see DR. 3. 36-38. 
|| Pratapar. 3. 1, p. 100 (rasdSsraya). 


TY Scalia, 


natakam saprakaranam bhanah prahasanam dimah 
vyayogasamavakarau vithyankehamrga iti. 


‘[The ten chief varieties of drama are]: the Nataka, the 
Prakarana, the Bhana, the Prahasana, the Dima, the Vyayoga, 
the Samavakara, the Vithi, the Anka (= Utsrstikanka), and the 
Thamrga.’ 


- Le 


Com. dombi Srigad° [quotation from some treatise; see Lévi, p. 146 and 
cf. Hem. Kavyan. 8, p. 327]. 

Notes. No mention is here made of the minor forms of drama (cf. 
Lévi, p. 145); but one of them, the natika, receives special consideration 
at DR. 3. 46-52.— This section is quoted at Pratapar. 3. 2. 

I| Bh. 18. 2, 3a; SD. 275; AP. 337. 1-4; Hem. Kavyan. 8, p. 317, 327; 
Vagbh. Kavyan. 1, p. 16; Pratapar. 3. 2. Cf. Lévi, p. 30. 


PANTOMIME AND DANCING AS ACCESSORIES 
ta (Ol Oa. aria). 


anyad bhavasrayam nrtyam. 
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“Pantomime (mrtya), which is based on the [emotional] 
States, is quite another thing.’ 

Notes. Pantomime and dancing are probably mentioned here chiefly 
on account of the similarity of name. The words ndGtya, nrtya, mrtta are all 
derived from the root urt or its Prakrit form nat and our author seems to 
have felt the need of differentiating them. But in Pratapar.— where we 
find the terms urtya and urtta curiously interchanged —the insertion of 
definitions of these terms is justified as follows: urttanrtyayor nataka- 
dyangatvdd iha svariipaniriipanam krtam (3. 2, p. 101). 

|| Pratapar. 3. 2a, p. tor. Cf. Lévi, p. 30. 


fae. Oa; H. 9a"). 
nmrttam talalayasrayam. 


“Dancing (nrtta), being based on rhythm and time, [is 
also different].’ 


Notes. || Pratapar. 3. 2a, p. ror. Cf. Lévi, p. 30. 


fame Ob: H. ob). 
adyam padarthabhinayo margo desi tatha param. 
‘The former, a representation of an object, [is called] “high 
style” (mdarga) ; the latter, “popular style” (dest). 
Notes. Cf. Lévi, pt. 2, p. 5. 


SS er 10; EH. 10). 


madhuroddhatabhedena tad dvayam dvividham punah 
lasyatandavariipena natakadyupakarakam. 


“Each of these two is again twofold, through the division into 
gentle and vehement; and they are auxiliary to the Nataka and 
the other [varieties of drama] because of the exhibition of the 
gentle dance (/@sya) and the wild dance (tandava).’ 

Notes. Hindu theoreticians recognize ten forms of the /asya, which are 


enumerated at DR. 3. 54.— This section is quoted at Pratapar. 3. 2, p. Iol. 
— Cf. Lévi, p. 119. 
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BASIS OF CLASSIFICATION OF DRAMAS 
166 (Pitta ricetra? 
vastu neta rasas tesam bhedako. 


‘Dramas are classified according to Subject-matter, Hero, and 
Sentiment.’ 


Notes. || Pratapar. 3. 3. Cf. Lévi, p. 30. 


SUBDIVISIONS OF THE SUBJECT-MATTER 
T7MeC Ei an tivet la); 
vastu ca dvidha. 
‘The Subject-matter (vastw) is twofold.’ 
Notes. [| Bh. 19. 2a; SD, 296a. Cf. Lévi, p. 31. 


.(Poinb? Heitb), 
tatradhikarikam mukhyam angam prasangikam viduh. 
“The main [theme] is known as the Principal Subject (ddhi- 
karika), the subordinate as the Incidental Subject (prasangika).’ 
Notes. [| Bh. 19. 2b; SD. 206b. Cf. Lévi, p. 31. 


19) (Pa t2eeHoi2). 
adhikarah phalasvamyam adhikari ca tatprabhuh 
tannirvartyam abhivyapi vrttam syad adhikarikam. 
‘The possession of the desired result [is called] adikara, and 
its possessor [is called] adhikarin; that which contains an inci- 


dent connected with him [is called] addhikadrika (Principal 
Sane cr).. 


Notes. abhivyapi H, V, P; ativyapi Hall p. 38.— This is an etymo- 
logical explanation of the term GdhikGrika. See my notes on 4. 8. 

|] Bh. 19. 3-5a; SD. 206c, d. Cf. Lévi, p. 31. 
20. (P. 13.a%H. 13a): 


prasangikam pararthasya svartho yasya prasangatah. 


—I. 23] BOOK ONE i 


“The Incidental Subject (prasangika) is a purpose of 
another person [by means] of which one’s own purpose is inci- 
dentally [furthered].’ 

Notes. The craving for etymological interpretation is here satisfied by 


the use of the word prasangatas, ‘incidentally.’ See the notes on 4. 8. 
| Bh. 19. 5b; SD. 207. Cf. Lévi, p. 31. 


paegeee. 13b; H.13b). 
sanubandham patakakhyam prakari ca pradesgabhak. 


“When it is continuous it is called Episode (pataka, lit. 
banner); when of short duration, Episodical Incident 
(prakari).’ 


ores. {| Bh; 19. 23; SD. 320-323; Pratapar. 3. 7. Cf. Lévi, p. 32. 


eter, 143 1..14): 


prastutagantubhavasya vastuno ’nyoktisticakam 
patakasthanakam tulyasamvidhanavisesanam. 


‘An indication, by the mention of something extraneous, of 
a matter that is begun or is about to happen [is called] an 
Episode-indication (patakasthanaka), which is charac- 
terized by similar situations or attributes.’ 

Com. Ex.: Ratn. 3. 6, p. 62 [similar situation]; Ratn. 2. 4, p. 32 [simi- 
lar attributes]. 

Notes. Bh. and SD. distinguish four kinds of patakasthdnaka; see 


Lévi, p. 98-100. 
ll Bh. 19. 29b, 30a; SD. 298, 299. Cf. Lévi, p. 98. 


eaeece. 15,104; 1.115). 


prakhyatotpadyamisratvabhedat tredha ’pi tat tridha 
prakhyatam itihdsader utpadyam kavikalpitam 
misgram ca samkarat tabhyam divyamartyadibhedatah. 
‘This [subject-matter] is also threefold, owing to a threefold 
classification into legendary, invented, and mixed subjects. The 
legendary [variety of subject-matter is derived] from legends 
of the past and the like; the invented is devised by the poet; the 
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mixed [arises] from a combination of these two in accordance 
with a classification into gods, mortals, and the like.’ 

Notes. tabhyam H, V, P; nanto, tredha Hall p. 38.— The first line 
is quoted at Pratapar. 3. 4, p. 102, but with the formulaic ending tat 


trividham matam. 
IVA P5 337, 19; Pratapar. 3.3, p. 102.) Ct. Léeviep. oi. 


ELEMENTS OF THE PLOT 


RA Pat De raLoe,)s 
karyam trivargas tac chuddham ekanekanubandhi ca. 


‘The Dénouement (kdrya) [of the action consists of 
one of] the three objects of human existence (trivarga) ; it 
is either simple or connected with one or both [of the other 
objects].’ 

Com. The three objects of human existence are virtue, wealth, and 
pleasure (dharma, artha, kama)... . 

Notes. {| Bhi.19.. 25 b, 26a; SD, 323. b.c; AP. 337. 7b. Cf. Lévieneem 


25) (Eta eiintO.b): 
svalpoddistas tu taddhetur bijam vistary anekadha. 


‘The cause of this [Dénouement] is the Germ (bija), [at 
first] manifested as very small, but expanding in manifold ways 
[as the action proceeds].’ 

Com. Ex.: Ratn. 1, p. 4-5 [quoted in part also at DR. 1. 29 and I. 41]; 


in the Venisamhara, the energy of Yudhisthira, increased by the wrath of 
Bhima and resulting in the binding of the tresses of Draupadi. 


Notes. [| Bh. 19. 21; SD. 318; AP. 337. 22; Pratapar: 3. 6. CieLev 
Pp. 34. 


26 (P17 beriaiGe): 
avantararthavicchede bindur acchedakaranam. 


“When the secondary matter [of the drama] is interrupted, the 
cause of its being resumed (accheda-kadrana) is the Expansion 
(bindu). 
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Com. Ex.: Ratn. 1, p. 20.—‘The bindu [lit. drop] spreads out like 
a drop of oil in water.’ 


NorESsHl bh. 1G, 225 SD, 3103) Pratapar, 3.10, Ci. Leviy p. 34: 


womere nto, Fl. 17). 


bijabindupatakakhyaprakarikaryalaksanah 
arthaprakrtayah pafica ta etah parikirtitah. 


‘[The elements] designated as the Germ (bija), the Expan- 
sion (bindu), the so-called Episode (patakad), the Episodical 
Incident (prakari), and the Dénouement (karya)—these are 
declared to be the five Elements of the Plot (artha- 
prakrtt).’ 

Notes. The insertion of the word dkhya in the enumeration is due 
merely to the exigencies of the meter.— Contrary to the usual custom, 
this section comes after the definitions of the elements mentioned in it, 
instead of introducing them, in order to avoid a repetition of the definitions 
of the pataka and the prakari given in another connection in 1. 21. — This 
section is quoted in the com. on Hemacandra’s Anekarthasamgraha 2. 230 
(ed, Zachariae, Vienna, 1893, Extracts from the Com., p. 37, foot), and the 
second line is quoted ibid. 3. 565 (see Extr., p. 142, middle). The first 
line is quoted at Pratapar. 3. 3, p. 105. With the first line compare bijam 
binduh pataka@ ca, given in explanation of the word arthaprakrti in the 
com. on Mankhakoga 390 (ed. Zachariae, Vienna, 1807, p. 50). 

Howto, 20; SD! 317; AP. 337: 19. Cf. Lévi, p. 34. 


THE Five STAGES OF THE ACTION 
goer, 19; H. 18), 


avasthah pafica karyasya prarabdhasya phalarthibhih 
arambhayatnapraptyasaniyataptiphalagamah. 


‘There are five Stages of the action which is set on foot 
by those that strive after a result: Beginning (arambha), Ef- 
fort (yatna= prayatna), Prospect of Success (praptyasa), Cer- 
tainty of Success (niyatapti), and Attainment of the Result 
(phalagama = phalayoga).’ 

Notes. The words karyasya prarabdhasya phalarthibhih are taken di- 


rectly from Bh. 19. 13. — The second line is quoted at Pratapar. 3. 3, p. 105. 
Henao Is OL. 324; AP. 337. 19b, 20, Cr. Lévi, pi 32. 
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2000 ( Pa2z0arehl/ toa), 
autsukyamatram arambhah phalalabhaya bhuyase. 


‘Beginning (drambha) is mere eagerness for the obtaining 
of the more important result.’ 


Com. Ex.: Ratn. 1. 7, p. 5 [also quoted at DR. 1. 25 and I. qr]. 
Norges. || Bh. 19. 8; SD. 325; Pratapar. 3. 4. Cf. Lévi, p. 32. 
30 (1, 20D; Fi. 10D), 
prayatnas tu tadapraptau vyap4aro ’titvaranvitah. 
‘Effort (prayatna) is exertion attended with great haste, 
when this [result] has not been obtained.’ 
Com. Ex.: Ratn. 2, p. 24 [with variants]. 


Notes, || Bh. 19. 9; SD. 326; Pratapar. 3. 4. Cf. Lévi, p. 33. 


gteeGPrerds Heda, 
upayapayasankabhyam praptyasa praptisambhavah. 
‘Prospect of Success (praptyasa) is the possibility of 
succeeding, with means at hand, [but also] with fear of failure.’ 


Com. Ex.: Ratn. 3, p. 76 [with variants]. 
Notes. This is called praptisambhava in Bh. || Bh. 19. 10; SD. 327; 
Pratapar. 3. 5. Cf. Lévi, p, 33. 


994i Pelee, 20.0). 
apayabhavatah praptir niyataptih suniéscita. 
‘Certainty of Success (niyatapti) is the assurance of 
succeeding because of the absence of risk.’ 
Com. Ex.: Ratn. 3, p. 73 [with much variation]. 
Notes. |] Bh. to-11; SD. 328; Pratapar. 3.5. Cf. Lévi, p. 33: 
83 JOP. 228 °.1.@0.e), 
samagraphalasampattih phalayogo yathoditah. 


‘Attainment of the Result (phalayoga) is the ac- 
complishment of the entire result, as previously mentioned.’ 
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Com. As, in the Ratnavali, the king’s obtaining universal sovereignty 
through his marriage with Ratnavali. 


Notes. This is called phalagama in section 28 above, and also in the 
definition given in Pratapar. 
| Bh. 19. 12; SD. 329; Pratapar. 3.5. Cf. Lévi, p. 33. 


THE Five JUNCTURES 
pameces-22b, 23a; H. 27). 


arthaprakrtayah pafica paficdvasthadsamanvitah 
yathasamkhyena jayante mukhadyah pajica samdhayah. 


“There are five Elements of the plot (arthaprakrti), parallel 
with the five Stages (avastha) [of the action]; [from these] 
respectively arise the five Junctures (samdhi), beginning with 
the Opening (mukha).’ 

Notes. The Junctures are the structural divisions of the drama, which 
correspond with the elements of the plot and the stages in the hero’s 
realization of his purpose. They and their subdivisions are defined in 


the following sections. — This section is quoted at Pratapar 3. 3, p. 105. 
IISD. 330; Pratapar. 3. 3, p. 104. Cf. Lévi, p. 35. 


Beet. 23b; H. 22a). 


antaraikarthasambandhah samdhir ekanvaye sati. 


‘Juncture (samdht) is the connection of one thing with a 
different one, when there is a single sequence [of events].’ 


Notes. ||]SD. 331; Pratapar. 3. 3, p. 104. Cf. Lévi, p. 35. 


36 (P. ZA ass 44. 22D) 
mukhapratimukhe garbhah savamarSopasamhrtih. 


‘(The five Junctures are]: the Opening (mukha), the Pro- 
gression (pratimukha), the Development (garbha), the Pause 
(avamarsa), and the Conclusion (upasamhrti =mirvahana).’ 

Notes. These are defined in sections 37, 51, 66, 81, 96.— This section 
is quoted at Pratapar. 3. 3, p. 104. 


eho. 35 bp; 30.4 SD) 332; AP. 337. 21; Satasy, 5.120) (ed) B. 5. 
Zeon Cr. Levi, p. 35. 
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THE OPENING AND ITS SUBDIVISIONS 
S70 1b 24 ech a plese 


mukham bijasamutpattir nanartharasasambhava 
angani dvadaSaitasya bijarambhasamanvayat. 


‘The Opening (mukha) is the origination of the Germ 
(bija), giving rise to various purposes and Sentiments; it has 
twelve subdivisions, because of its connection with the Germ and 
the Beginning (drambha).’ 

Notes. °sambhava H, V, P; °samésraya Hall p. 38.— The terms bija 
and drambha are defined at I. 25, 29. 


| Bh. 19. 37b, 38a; SD. 333; AP. 337. 23 (mistranslated by Dutt) ; 
Pratapary3.07 CL Levi, p. 36: 


38. (P25) 20; 11.24). 
upaksepah parikarah parinyaso vilobhanam 
yuktih praptih samadhanam vidhanam paribhavana 
udbhedabhedakaranany anvarthany atha laksanam. 


“[The twelve subdivisions of the Opening are]: Suggestion 
(upaksepa), Enlargement (parikara), Establishment (parinydsa), 
Allurement (vilobhana), Resolve (yukti), Success (praptt), 
Settling (samddhana), Conflict of Feelings (vidhana), Surprise 
(paribhavana), Disclosure (udbheda), Incitement (bheda), and 
Activity (karana). [These terms are] intelligible. Now follow 
their definitions.’ 


Notes. || Bh. 19. 57b, 58; SD. 338; Pratapar. 3. 9. 


B60) (in 27 BU eokiaae 
bijanyasa upaksepas. 
‘Suggestion (upaksepa) is the sowing of the Germ 
(bija).’ 
Com. Ex.: Ratn. 1. 6, p. 4 [quoted also at DR. 3. 3 and 3. Io]. 
Notes. || Bh. 19. 69b; SD. 339; Pratapar. 3.9. Cf. Levi, p. 36. 
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momar, 270"; WH. 257). 
tadbahulyam parikriya. 


‘Enlargement (parikriya= partkara) is the increase of 
this [Germ].’ 


Com. Ex.: Ratn. 1, p. 4-5. 
Norges. [| Bh. 19. 70a; SD. 340; Pratapar. 3. 9. Cf. Lévi, p. 36. 
fener; H, 25 b+). 
tannispattih parinyaso. 
‘Establishment (parinydsa) is its lodgment.’ 


Com. Ex.: Ratn. 1. 7, p. 5 [quoted also at DR. 1. 25 and 1. 20]. 
Nores. Bh. defines this as the relating of a matter that is to take place. 


| Bh. 19. 7ob; SD. 341; Pratapar. 3.9. Cf. Lévi, p. 37. 
mom, 27 b*; Hs 25 b?). 
gunakhyanam vilobhanam. 
‘Allurement (vilobhana) is the mentioning of good 
qualities.’ 
Com. Ex.: Ratn. I. 23, p. 20 [quoted also at DR. 1. 48] ; Veni. 1, p. 26-30. 
Notes. gunakhyanam Hall p. 38, P; gunakhyandd H, V. The form 
gunakhyanam is found also in SD., where this definition is repeated. 
Wotegon7t as SD, 342s" Pratapari 3. 9, Ct, Léva, p. 37: 
Boe to a*; H..26a"). 
sampradharanam arthanam yuktih. 
‘Resolve (yukti) is the determination upon purposes.’ 


Com. Ex.: Ratn. 1, p. 5. 
Notes. [| Bh. 19. 71b; SD. 343; Pratapar. 3. 9. Cf. Lévi, p. 38. 


wae cha"; HH. 26a*). 
praptih sukhagamah. 
‘Success (prapti) is the attaining of happiness.’ 


Com. Ex.: Veni. 1, p. 18-19; Ratn. 1, p. 20. 
Notes. || Bh. 19. 72a; SD. 344; Pratapar. 3. 9. Cf. Lévi, p. 38. 
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A5 ne Ch 2s Dor 26.be): 
bijagamah samadhanam. 
‘Settling (samddhdna) is the appearance of the Germ 
(bija).’ 
Com. Ex.: Ratn. 1, p. 15-16; Veni. 1, p. 25 [the stanza is quoted also 


at DR. 1. 98]. 
Notes. [| Bh. 19. 72b; SD. 345; Pratapar. 3. 9. Cf. Lévi, p. 38. 


A6nnGl.28 bt 5b 226 ba). 
vidhanam sukhaduhkhakrt. 


‘Conflict of Feelings (vidhdna) is that which causes 
both joy and sorrow.’ 


Com. Ex.: Malatim. 1. 32, p. 35 [quoted also at DR. 4. 56]; Malatim. 
I. 22, p. 24; Veni. I, p. 30-31. 
Notes. [| Bh. 19. 73a; SD. 346; Pratapar. 3. 9. Cf. Lévi, p. 30. 


47a 20 Au eae ao) 
paribhavo ’dbhutaveéa. 
‘Surprise (paribhava= paribhavand) is intentness upon 
something marvelous.’ 
Com. Ex.: Ratn. 1, p. 19 [with many variations]; Veni. 1, p. 20. 
Notes. It is evident that the shorter form paribhdva is here used for 


metrical reasons. 
| Bh. 19. 73b; SD. 347; Pratapar. 3. 9. Cf. Lévi, p. 39. 


48 (Pa2ga Hier aey 
udbhedo giidhabhedanam. 


‘Disclosure (udbheda) is the disclosing of something 
previously hidden.’ 


Com. Ex.: Ratn. 1. 23, p. 20 [quoted also at DR. 1. 42]; Veni. 1, p. 27-20. 

Notes. Bh. and SD. define the udbheda as a new sprouting of the 
Germ and the latter cites as example Veni. 1. p. 30-31, which is quoted by 
Dhanika as an illustration of the vidhana (DR. 1. 46). 

| Bh. ro. 74a; SD. 348; Pratapar. 3. 9. C#. Lévi, p. 39. 
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AQeeCE 120+: 11.27 b*). 
karanam prakrtarambho. 


‘Activity (karana) is the beginning of the matter in 
question.’ 


Com. Ex.: Ratn. 1, p. 19; Veni. 1, p. 30. 
Notes. || Bh. 19. 74b; SD. 349; Pratapar. 3. 9. Cf. Lévi, p. 4o. 


mom 120:b? ;_H. 27 b*). 
bhedah protsahana mata. 


‘Incitement (bheda) is the term for an urging on.’ 


Com. Ex.: Veni. 1, p. 31-32.— Of the twelve divisions of the Opening 
the following six must always be employed: Suggestion, Enlargement, 
Establishment, Resolve, Disclosure, and Settling [cf. SD. 405, com.; Prata- 
par. 3. 9, end]. , 

Notes. Bh. and SD., evidently on etymological grounds, explain bheda 
as a breach of union. As an example SD. quotes Veni. 1, p. 12, where 
Bhima breaks his alliance with his brothers. The SD. commentary adds: 
ke cit tu bhedah protsathaneti vadanti, “some say, however, that the bheda 
is am urging on’— which is clearly a reference to the definition of DR. 
(cf. my notes on I. 55; 2. 70, 71). 

| Bh. 19. 75a; SD. 350; Pratapar. 3. 9. Cf. Lévi, p. 39, 40. 


THE PROGRESSION AND ITS SUBDIVISIONS 
ter 30; HH. 28). 


laksyalaksyatayodbhedas tasya pratimukham bhavet 
binduprayatnanugamad angany asya trayodaSa. 


‘The Progression (pratimukha) is the development of 
that [Germ] in accordance with its quality of being perceptible 
and not perceptible [by turns]. Its subdivisions, [arising] from 
the sequence of the Expansion (bindu) and the Effort (prayatna), 
are thirteen [in number].’ 

Com. Ex.: Ratn. 2, where the love of the king for Sagarika prospers 
and is impeded in turn; Veni. 2. 5, p. 38; Veni. 2. 28, p. 60. 

Nores. laksydlaksyatayo° Hall p. 38, P; laksyalaksya ivo® H, V.— The 


terms bindu and prayatna are defined at 1. 26, 30. 
|| Bh. 19. 38b, 39a; SD. 334; Pratapar. 3. 10, Cf. Lévi, p. 4o. 
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§2 VP a3Te 32iecr tl 20, Ome 
vilasah parisarpas ca vidhiitam Samanarmani 
narmadyutih pragamanam nirodhah paryupaésanam 
vajram puspam upanyaso varnasamhara ity api. 


‘[The thirteen subdivisions of the Progression are]: Amo- 
rousness (vildsa), Pursuit (parisarpa), Unrequitedness (vidhiita), 
Alleviation (sama), Joke (narman), Amusement (narmadyuti), 
Response (pragamana), Frustration (nirodha), Courtesy (pary- 
upadsana), Thunderbolt (vajra), Gallantry (puspa), Intimation 
(upanyasa), and Combination of the Castes (varnasamhdara).’ 

Notes. pragamanam Hall p. 38, P; pragayanam H, V (Bh. has pra- 


ganam, pragananam; SD., pragamanam; Pratapar., pragamah). 
|| Bh. 19. 59b, 60, 61a; SD. 351; Pratapar. 3. 11. 


530) (Page bt H30b?): 
ratyartheha vilasah syad. 
‘Amorousness (vildsa) is desire for the object of 
pleasure.’ 


Com. Ex.: Ratn. 2, p. 23-24. 


Notes. ratyartheha H, V (in V the letter th is defective, looking like 
y), P; ratyuttheha Hall p. 38. 
|| Bh. 19. 75b; SD. 352; Pratapar. 3. 11. Cf. Lévi, p. 40. 


644 (5. 32D ea. i OD Ne). 
drstanastanusarpanam 
parisarpo. 
‘Pursuit (parisarpa) is the pursuing of one seen and 
then lost.’ 


Com. Ex.: Veni. 2, p. 34-35; Ratn. 2, p. 47. 
Notes. [|| Bh. 19. 76a; SD. 353; Pratapar. 3. 11. Cf. Lévi, p. 41. 


S55 (P233.0°s Hasoc): 


vidhiitam syad aratis. 
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‘Unrequitedness (vidhita) is absence of pleasure [due 
to unrequited love].’ 


Com. Ex.: Ratn. 2, p. 28 [with variations]; Veni., in the case of 
Bhanumati. 


Notes. In SD. this is variously called vidhrta (ed. Roer), vidhiita (tr. 
Mitra), and vidhuta (ed. Dviveda and Parab). It is there defined as 
‘a non-acceptance, at first, of a courtesy,’ but the commentary adds: ke 
cit tu vidhrtam sydd aratir iti vadanti, ‘some say, however, that the 
vidhrta is absence of pleasure’ — which is clearly a reference to the defini- 
tion of DR. (cf. the notes on I. 50 above). 

ipeBheto. 76b; SDs 3545 Pratapar) 3. 11." Ci, Levi, p: at: 


ee 33a°> HH. 30c*); 
tacchamah Samah. 
‘Alleviation (Sama) is the allaying of this [Unre- 
quitedness].’ 


Conc Px): Ratn. 2, p. 43> 


Notes. The SD. (355) substitutes for this an element named ftépana, 
‘torment,’ which it illustrates by the passage from Ratn. (2, p. 28) quoted 
by Dhanika as an example of the vidhita (DR. I. 55). 

Hee betOn 77a eratapars3) iy Gt. Levi pA. 


57 ~(P. 33b'; H. 314). 
parihasavaco narma. | 
‘Joke (narman) is a humorous remark.’ 


Com. Ex.: Ratn. 2, p. 45; Veni. 2, p. 49. 


Notes. This narman must not be confused with the term narman, 
‘Pleasantry,’ defined at 2. 79. 
bie, 77D; SD. 356; Prataparms 3. 11. Ct. Lévi, p: At. 


Baer) 33 b*: HH. 31.a*)) 


dhrtis tajja dyutir mata. 


‘Amusement (dyuti = narmadyuti) is considered to be the 
satisfaction caused by this [Joke].’ 


Com. Ex.: Ratn. 2, p. 49. 
3 
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Notes. No definition of the narmadyuti occurs in the text of Bh. 19 
given by Hall, although it is mentioned at 19. 60a, in the preliminary 
enumeration. Ms. P of that work defines it directly after narman, and 
that definition is quoted in the commentary on SD. 357 (cf. Lévi, pt. 2, 


p. 8-9). 
ISD. 357; Prataépar. 3. 11. Cf. Lévi, p. 42. 


59 (P.34a>5 HL 31 b-). 
uttara vak pragamanam. 


‘Response (pragamana) is a reply.’ 


Com. Ex.: Ratn. 2, p. 39-44. 

Notes. pragamanam Hall p. 38, P; pragayanam H, V (Bh. has pra- 
ganam, pragananam [Ms. P, pragayana]; SD., pragamanam; Pratapar., 
pragamah). 

| [Bhsioa7S ass DissSrmbratapars sulle Cion levies p42: 


Goy) CP) 34 42s Fest bs):. 
hitarodho nirodhanam. 


‘Frustration (nirodhana=nirodha) is a beneficial pre- 
vention.’ 


Com. Ex.: Ratn. 2, p. 50. 
Notes. Pratapar. has virodha, as also SD., which defines this sub- 


division as ‘ falling into danger.’ 
[_LBhiios 7Sibsn ss Diesso eb rataparaesme tC ie lvevirepaaon 
Or) (F234 b* Ho a2a" a 
paryupastir anunayah. 
‘Courtesy (paryupasti= paryupadsana) is politeness.’ 


Com. Ex.: Ratn. 2. 18, p. 54. 
Norges. || Bh. 19. 79a; SD. 360; Pratapar. 3. 11. Cf. Lévi, p. 42. 


O25) (34 Dok nea. 
puspam vakyam visesavat. 


‘Gallantry (puspa) is a remark in relation to special 
[excellent] qualities.’ 
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Com. Ex.: Ratn. 2, p. 49. 
Notes. || Bh. 19. 79b; SD. 361; Pratapar. 3. 11. Cf. Lévi, p. 43. 


Seer 354); El. 32'b7). 
upanyasas tu sopayam. 
‘Intimation (upanydsa) is [a remark] embodying a 
stratagem.’ 


Gom, SEx:: Ratn. 2, p: 47. 

Notes. upanydsas tu sopayam H, V, P; prasaddanam upanyaso Hall 
p. 38 (=SD. 363, but in inverted order). The variant reading given by 
Hall may be due to some copyist familiar with SD. The SD. commen- 
tary quotes from some treatise a definition largely identical with that of Bh. 

PB beerOncolbse SDs 3635" Pratapar 35 11s Cia dzevie py 43: 


O4enCE 185 275 LH. 32'b?).- 
vajram pratyaksanisthuram. 


‘Thunderbolt (vajra) is a cruel remark made to one’s 
face.’ 


Com. Ex.: Ratn. 2, p. 53, 54. 
Notes. || Bh-19. 80a; SD. 362; Pratapar. 3. 11. Cf. Lévi, p. 43. 


Cseer. 35D; H. 32c). 
caturvarnyopagamanam varnasamhara isyate. 


‘Combination of the Castes (varnasamhara) is re- 
garded as a coming together of the four castes.’ 


Com. Ex.: Mahavira. 3. 5, p. 93.— The most important divisions of the 
Progression are: Pursuit, Response, Thunderbolt, Intimation, and Gal- 
lantry. [The word prasama should evidently be corrected to pragama. 
— Cf. SD. 405, com.; Pratapar. 3. 11, end.] 


Notes. caturvarnyo® Hall p. 38, P; caturvarno® H, V.— According to 
the commentary on SD. 364, Abhinavagupta interpreted varna as ‘char- 
acters’ and samhdara as ‘drawing together.’ This close association of 
characters he illustrated by an incident in the second act of the Ratnavali 
(p. 47, 49, 50). 

i. Bhoa9. 8t.a; SD. 364; Pratapar. 3.11. Cf. Lévi, p. 43, 44. 
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THE DEVELOPMENT AND ITS SUBDIVISIONS 
6655 (P3657 El 324) 
garbhas tu drstanastasya bijasyanvesanam muhuh 
dvadasangah pataka syan na va syat praptisambhavah. 
‘The Development (garbha) is a searching after the 
Germ (bija), which is seen and lost by turns. It has twelve 
subdivisions. [In it] there should be an Episode (pataka@), or 
[else] there should not be Prospect of Success (praptisambhava 
= praptyasa).’ 
COM ee xccevattiessm Diy 3s 
Notes. On the Episode see 1. 21; on the Prospect of Success, I. 31. 


Bh. and SD. add a thirteenth subdivision; see DR. 1. 80, notes. 
ll Bh. 19. 39 b, 40a; SD. 335; Pratapar. 3. 12. Cf. Lévi, p. 44. 57. 


67 (P. 37, 38a; H. 34, 35a). 
abhiitaharanam margo ripodaharane kramah 
samgrahas canumanam ca totakadhibale tatha 
udvegasambhramaksepa laksanam ca praniyate. 


“{ The twelve subdivisions of the Development are]: Mis- 
statement (abhiitaharana), Indication (mdarga), Supposition 
(ripa), Exaggeration (udaharana), Progress (krama), Pro- 
pitiation (samgraha), Deduction (anumdana), Quarrel (totaka), 
Outwitting (adhibala), Dismay (udvega), Consternation (sam- 
bhrama), and Revelation (Gksepa). Their definitions are given 
[in the following sections].’ 

Notes. Bh. and SD. add a thirteenth subdivision called prarthana; 


see DR. 1. 80, notes. 
|] Bh. 19. 62b-64a; SD. 365 a-c; Pratapar. 3. 13. 


68 © (P38 bP Hass b*): 
abhiitaharanam chadma. 


‘Mis-statement (abhitaharana) is deception. 


Com. Ex.: Ratn. 3, p. 56. 
Notes. || Bh. 19. 82a; SD. 365d; Pratapar. 3. 13. Cf. Lévi, p. 44. 
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Comte ason; —12°35b7). 
margas tattvarthakirtanam. 
‘Indication (marga) is a pointing out of one’s real 
purpose.’ 


Com. Ex.: Ratn. 3, p. 61 [with variations]. 
Notes. || Bh. 19. 82b; SD. 366; Pratapar. 3. 13. Cf. Lévi, p. 44. 


fom e309 a's HH. 26a"). 
rupam vitarkavad vakyam. 


‘Supposition (riipa) is a remark which embodies a 
hypothesis.’ 


Com. Ex.: Ratn. 3, p. 65. 
Notes. [|| Bh. 19. 83a; SD. 367; Pratapar. 3. 13. Cf. Lévi, p. 45. 


Prt. 30.47; H. 36.47). 
sotkarsam syad udahrtih. 


‘Exaggeration (udahrti—udaharana) is [a remark] 
that contains an over-statement.’ 


Com. Ex.: Ratn. 3, p. 60. 


Notes. Lévi observes (p. 45): ‘D’aprés Bharata et Vicgvanatha, uda- 
harana désigne 1|’extraordinaire, le surnaturel.’ I cannot find any warrant 
for this statement. Bh. and SD. are substantially in accord with DR. on 
this point, and the example given in the SD. commentary is appropriate. 
The illustration from the Sakuntala given by Lévi was selected by him 
in accordance with the statements of the native commentaries (see Lévi, 
p. 5). ; 

|| Bh. 19. 83b; SD. 368; Pratapar. 3. 13. Cf. Lévi, p. 45. 


Tab ..39-b*;H. 36 b*). 


kramah samcintyamanaptir. 


‘Progress (krama) is attainment of what one is thinking 
earnestly about.’ 


Com. Ex.: Ratn. 3, p. 67. 
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Notes. For parallel passages see the notes on the following section. 
Cf. Lévi, p. 45. 


Tei bagoints Hg 6 bs): 
bhavajnanam athapare. 
‘Others [say it is] a knowledge of the feelings [of another].’ 
Com. Ex.: Ratn. 3, 11-13, p. 68-70. 
Nores. This is the interpretation of the term krama in Bh. and SD. 
Lévi mentions still another, ‘knowledge of the future,’ occurring in a 


line attributed to Bharata in Jagaddhara’s com. on Malatim. 
[| Bh. 19. 84a; SD. 369; Pratapar. 3. 13. Cf. Lévi, p. 46. 


74 (P.40a*; H. 37a"). 
samgrahah samadanoktir. 
‘Propitiation (samgraha) is a speech in making a con- 
ciliatory present.’ 


Com. Ex.: Ratn. 3, p. 61. 
Notes, {| Bh. 10.04 bs SD) 370%) Pratapat, 3. 13, Ct. Levi, prea: 


75 (P..40a*; H. 374°). 
abhyiho lingato ’numa. 
‘Deduction (anumé=anumdna) is an inference from 
some characteristic sign.’ 


Com. Ex.: Ratn. 3, p. 72-73. 
Norges. [| Bh. 19. 85a; SD. 371; Pratapar. 3. 13. Cf. Lévi, p. 46. 


70: "CP. 40D A. 87 Dee 
adhibalam abhisamdhih. 
‘Outwitting (adhibala) is a [clever] deception.’ 


Com. Ex.: Ratn. 3, p. 66. 

Notes. For another definition see the com. on the following section. — 
This adhibala must not be confused with the adhibala defined at 3. 20. 
—The word abhibala in Roer’s text of SD. 375 is clearly a misprint. The 
correct form adhibala occurs in the preliminary enumeration, SD. 365 c. 

I;Bhi to, 87 as SD 375 :ePratapars 3.03), (Cin Levi, peaz 
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yee Ge 4o b* sch. 37 b*). 
samrabdham totakam vacah. 
‘Quarrel (tofaka) is an angry speech.’ 
Com. Ex.: Ratn. 3, p. 78-79; Veni. 3. 34-46, p. 87-03. Quotation 
from some other treatise: 
[P. 41a] totakasyanyathabhavam bruvate ’dhibalam budhah. 


“The learned say that the adhibala is another form of totaka’ Ex.: 
Ratn. 3, p. 71. [Continuation of the quotation:] 
[P. 41b] samrabdhavacanam yat tu totakam tad udahrtam. 


‘Quarrel (totaka) is declared to be the speech of angry persons.’ [Or 
“an angry speech.’] Ex.: Ratn. 3, p. 70; Veni. 4, p. 106-107 [with 
variations]. 


Notes. I follow Hall in regarding these interpolated definitions as part 
of the commentary, rather than of the text. The first seems to connect 
(or confuse) this adhibala with the adhibala defined at 3. 20; the second 
is a mere repetition of the definition of the tofaka given by DR. Parab 
prints them in the same type as the text, with the number 41.—In SD. 
the subdivision defined in this section is called trotaka. 

Il Bh. 19. 86b; SD. 374; Pratapar. 3. 13. Cf. Lévi, p. 46, 47. 
omer. 422°; 28a"). 

udvego ’rikrta bhitih. 

‘Dismay (udvega) is fear caused by an enemy.’ 

Com. Ex.: Ratn. 3, p. 79 [with variants]; Veni. 4, p. 97. 

Notes! |/Bh. 19. 67 b;) SD: 3765) Pratapar. 3.132 Cis Wéevi, p. 47. 
gomeCr.. 42 a7; \ TH. 38 a7). 

§ankatrasau ca sambhramah. 

‘Consternation (sambhrama) is fear and trembling.’ 


Com. Ex.: Ratn. 3, p. 75 [with variants]; Veni. 3, p. 94; Veni. 3, p. 73. 

Notes. This subdivision of the Development is called vidrava in Bh. 
and SD. See DR. 1. 85 and the notes on that section. 

eho. Soias oD. 3775. Pratapars 3. 134. Cr. Levi, py 47: 


Soamece. 42b; H. 38h). 
garbhabijasamudbhedad aksepah parikirtitah. 
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‘Revelation (dksepa) is declared [to result] from the 
unfolding of the Germ (bija) in the Development (garbha).’ 


Com. Ex.: Ratn. 3, p. 73, 78, 80; Veni. 4, p. 105.— The most impor- 
tant of these subdivisions of the Development are: Mis-statement, Indica- 
tion, Quarrel, Outwitting, and Revelation. The others are employed when 
possible. [Cf. SD. 405, com.; Pratapar. 3. 13, end.] 

Notes. Bh. gives a definition similar to the above, but employs the 
designation upaksipta (as one must emend, following Lévi, p. 47.) In the 
preliminary summary (Bh. 19. 63a) it is called aksipta, with the change 
of prefix frequently necessitated by the meter in technical treatises of this 
kind. The text of Bh. given by Hall, which unfortunately shows evidences 
of hasty preparation, has prarthana ksipram (for prarthanadksiptam =prar- 
thand + adksiptam) in 19. 63a, and upasthitam (for upakgiptam) in Io. 
86a. The Ms. P of Bh. reads ksipti (Lévi, p. 47).—SD., under the 
designation ksipti, gives a somewhat different definition and an obscure 
example.—Pratapar. has the following definition: istarthopayanusaranam 
aksepah. 

Bh. 19. 85b and SD. 372 mention and define a thirteenth division of 
the Development, the prarthand, ‘ Invitation’, a summons to enjoyment or 
festivity. This is inserted so that those who exclude the Benediction 
(prasastt) from the number of divisions of the Conclusion (nirvahana) 
may still have the full complement of 64 subdivisions (SD. 372, com). 

|| Bh. 19. 86a; SD. 373; Pratapar. 3. 13. Cf. Lévi, p. 47-48. 


THE PAUSE AND ITS SUBDIVISIONS 


81 (P. 43; H. 39). 
krodhenavamrsed yatra vyasanad va vilobhanat 
garbhanirbhinnabijarthah so ’vamarso ’hgasamgrahah. 


‘The Pause (avamarSa, lit. deliberation) is that group of 
subdivisions [of the Junctures] in which one stops to reflect 
(avamrsed) because of anger or passion or temptation, and 
which has as its subject the Germ (bija) that has been unfolded 
in the Development (garbha).’ 


Com. Ex.: Ratn. 4, as far as the excitement caused by the fire; Veni. 
6. 1, p. 158. 

Notes. so ’vamarso ’ngasamgrahah V, P; °sang[rjahah H; so ’vamarsa 
iti smytah Hall p. 38 (apparently a reminiscence of Bh. 19. 41a).—SD. 
calls this Juncture vimarsa; Bh. (and sometimes DR.), vimarsa. — On the 
use of avamrsed to explain avamarfa see the notes on DR. I. 19. 

| Bh. 19. 40b, 41a; SD. 336; Pratapar. 3. 14. Cf. Lévi, p. 48. 
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82 (P. 44, 45a; H. 40). 
tatrapavadasamphetau vidravadravasaktayah 


dyutih prasangas chalanam vyavasayo virodhanam 
prarocana vicalanam adanam ca trayodaSa. 


‘The thirteen [subdivisions] of it [i. e. of the Pause] are: 
Censure (apavdda), Altercation (sampheta), Tumult (vidrava), 
Contempt (drava), Placation (Sakti), Rebuke (dyuti), Rever- 
ence (prasanga), Humiliation (chalana), Assertion (vyavasaya), 
Opposition (virodhana), Foresight (prarocana), Boastfulness 
(vicalana), and-Summary (dddna).’ 


Notes. [| Bh. 10: 64, 65, 66a; SD. 378 a, b, c; Pratapar. 3) 15. 


Saencr.45.b1s/H. qra*). 
dosaprakhya ’pavadah syat. 
‘Censure (apavdda) is the proclaiming of a fault [of 
another ].’ 


Com. Ex.: Ratn. 4, p. 82-83, 87; Veni. 6, p. 160-161. 
Notes. || Bh. 19. 89a; SD. 378d; Pratapar. 3. 15. Cf. Lévi, p. 48. 


Bae t. 45 bs HH. 41 a*). 
sampheto rosabhasanam. 
‘Altercation (sampheta) is speaking in anger.’ 


Com. Ex.: Veni. 6, p. 168-169. 
Notes. || Bh. 19. 89b; SD. 379; Pratapar. 3. 15. Cf. Lévi, p. 4o. 


Boer 450°; H. 41 b'): 
vidravo vadhabandhadir. 
‘Tumult (vidrava) is slaying, taking prisoner, and the like.’ 


Com. Ex.: yendvrtya mukh®°, stanza from the Chalitarama [an un- 
published drama]; Ratn. 4. 14, p. 99; Ratn. 4, p. 99 [with many varia- 
tions]. 

Notes. In Bh. and SD. vidrava is used as the equivalent of the term 
sambhrama defined at DR. 1. 79. In place of vidrava as a subdivision of 
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the avamarsa Bh. substitutes an element called vyahara, which is de- 
fined at 19. 94b as ‘a relating of what one has seen in person’; SD. 385 
substitutes kheda, ‘ Lassitude,’ with an example from Malatim. 6—For 
vadhabandha see Manavadharmasastra 5. 49. 

|| Pratapar. 3. 15. Cif. Lévi, p. 49. 


See (P Ar cer At b*): 
dravo gurutiraskrtih. 


‘Contempt (drava) is disrespect to one’s elders.’ 


Com. Ex:: Uttararadma. 5. 34, p. 135; Veni. 6, p. 182. 
Notes. [| Bh. 19. 90a; SD. 381; Pratapar. 3. 15. Cf. Lévi, p. 50. 


Sime AGduel i A2aL)s 
virodhasamanam §Saktis. 
‘Placation (Sakti, lit. power) is the allaying of disa- 
greement.’ 


Com. Ex.: Ratn. 4. 1, p. 85; Uttararama. 6. 11, p. 142. 

Notes. From the examples it seems that DR. refers this to a dis- 
agreement‘of facts, SD. to a disagreement between persons. 

|| Bh. 19. 90b; SD. 383; Pratapar. 3. 15. Cf. Lévi, p. 5o. 


88. (P: 4647s HH 42:47). 
tarjanodvejane dyutih. 
‘Rebuke (dyuti, lit. flash) is reprimanding and hurting the 
feelings.’ 


Com. Ex.: Veni. 6, p. 164-167. 
Notes. || Bh. 19. 95a; SD. 382; Pratapar. 3. 15. Cf. Lévi, p. 5o. 


$9 °(P.46 bs; He az bP): 
gurukirtanam prasangas. 
‘Reverence (prasanga) is mentioning one’s elders.’ 


Com. Ex.: Ratn. 4, p. 97 [with many variations]; Mrcch. 10, p. 259 
{the stanza is quoted also at DR. 2. 4]. 


Notes. || Bh. 19. 91a; SD. 384; Pratapar. 3. 15. Cf. Lévi, p. 50. 
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go (P. 46b?; H. 42b?). 
chalanam cavamananam. 


‘Humiliation (chalana, lit. deceit) is disrespect [shown 
to one].’ 
Com. Ratn. 4, p. 87; the abandoning of Sita in the Ramabhyudaya [a 


drama written by YaSovarman in the latter part of the seventh century, 
mentioned also at SD. 427; cf. ZDMG. 36 (1882), p. 521]. 


Notes. SD. calls this element chddana; Pratapar. calana. For another 
definition of chalana, cited in the Arthadyotanika, see Lévi, pt. 2, p. 9. 
Il Bh. 19. 94a; SD. 390; Pratapar. 3. 15. Cf. Lévi, p. 50. 


Bim 47.a25. 1, 43a%)s 
vyavasayah svasaktyuktih. 
‘Assertion (vyavasdya) is mention of one’s own power.’ 


Com. Ex.: Ratn. 4. 8, 9, p. 91-92 [the words between the stanzas, 
ahavé kim bahuna jampiena, constitute an alternative reading of the open- 
ing words of the second stanza]; Veni. 6. 6, p. 162. 


Notes. || Bh. 19. 91b; SD. 380; Pratapar. 3. 15. Cf. Lévi, p. 51. 


Game! 47a°;-H. 434°). 
samrabdhanam virodhanam. 


‘Opposition (wvirodhana) is [the same thing in the case] 
of those that are excited.’ 


Com. Ex.: Veni. 5, p. 150-152 [quoted in part also at DR. 3. 20]. 


Notes. samrabdhinim H, V, P; samrambhoktir Hall p. 38. — Bh. calls 
this virodha and defines it as an exchange of remarks; SD. explains it as 
an apprehension of failure. In Pratapar. this is named nirodhana and 
defined as krodhasamrabdhanim anyonyaviksepo. 

IT Bh. 19. 92a; SD. 387; Pratapar. 3. 15. Cf. Lévi, p. 51. 


93 (P. 47b; H. 43b). 
siddhamantranato bhavidarsika syat prarocana. 


‘Foresight (prarocana) is seeing what is to come because 
of an assurance of success.’ 
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Com. Ex.: Veni. 6, p. 169-171. 
Norges. [| Bh. 19. 92b; SD. 388; Pratapar. 3. 15. Cf. Lévi, p. 51. 


94 (P. 48a'; H. 43c*). 
vikatthana vicalanam. 


‘Boastfulness (vicalana) is bragging.’ 


Com. Ex.: Veni. 5, p. 149-150 [in editions of the text of the play the 
words api ca tata do not appear, and the following stanza is given to 
Bhima; quoted in part also at DR. 3. 20]; Ratn. 4. 18, p. 105. 

Notes. SD. 386 substitutes for the vicalana an element called pratiseda, 
‘ Obstruction.’ 

i Bieeionoga; eratapars 3,05. Cf. oevi, pe 52) 


95 (P. 48a?; H. 43¢’). 
adanam karyasamgrahah. 


‘Summary (dddna) is a résumé of the action.’ 


Com. Ex.: Veni. 6, p. 199; Ratn. 4, p. 101 [with variations]; Ratn. 
4. 18c, p. 105. — The most important divisions of the Pause are: Censure. 
Placation, Assertion, Foresight, and Summary [cf. SD. 405, com.]. 


Notes. {| Bh. 19. 93b; SD. 389; Pratapar. 3. 15. Cf. Lévi, p. 52. 


THE CONCLUSION AND ITS SUBDIVISIONS 


96 (P. 48b, 49a; H. 44). 
bijavanto mukhadyartha viprakirna yathayatham 
aikarthyam upaniyante yatra nirvahanam hi tat. 


‘The Conclusion (mrvahana) is that [Juncture] in which 
the matters that occurred in the Opening (mukha) and in the 
other Junctures, and that contained the Germ (bija) and were 
distributed in due order, are brought together to one end.’ 


Com. Ex.: Veni. 6, p. 202; Ratn. 4, p. 103. 

Notres. In 1. 36, where the names of the five Junctures are given, the 
concluding one, here called nirvahana, is designated as upasamhrti. The 
same change of name is found also in SD. (cf. 332, 337), and the two 
terms may be regarded as synonymous. — Bh. has nibarhana. 

[| Bh. 19. 41 b, 42a; SD. 337; Pratapar. 3. 16. Cf. Lévi, p. 52. 
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97 (P.49b, 50; H. 45). 


samdhir vibodho grathanam nirnayah paribhasanam 
prasadanandasamayah krtibhasopagthanah 
purvabhavopasamharau praSastis ca caturdaSa. 


‘The fourteen [subdivisions of the Conclusion] are: Junction 
(samdhi), Vigilance (vibodha), Hint (grathana), Narration 
(nirnaya), Conversation (paribhadsana), Graciousness (prasada), 
Bliss (dnanda), Deliverance (samaya), Confirmation (krtt), 
Expression of Satisfaction (bhdsaé = bhasana), Unforeseen Cir- 
cumstance (upagihana), Anticipation (pirvabhava), Termina- 
tion (uwpasamhara= kavyasamhara), and Benediction (prasasti).’ 


Notes. || Bh. 19. 66b, 67, 68; SD. 391; Pratapar. 3. 18. 


Some. ot a>) H. 46a"). 
samdhir bijopagamanam. 


‘Junction (samdhi) is the coming up [again] of the Germ 
(bija).’ 

Com. Ex.: Ratn. 4, p. 103; Veni. 1, p. 25 [the stanza is quoted also at 
DRE 45]: 


Notes. This subdivision of the mirvahana must not be confused with 
samdhi, ‘Juncture’; cf. 1. 35. 
|| Bh. 19. 96a; SD. 392; Pratapar. 3. 18. Cf. Lévi, p. 53. 


Boeecr. 51a’; H. 46a"). 
vibodhah karyamarganam. 
‘Vigilance (wvibodha) is seeking for the Dénouement 
(karya).’ 


Com. Ex.: Ratn. 4, p. 103; Veni. 6, p. 204-205. 


Notes. Pratapar. has the form virodha (observe that it reads niro- 
dhana for the virodhana of DR. 1. 92), but the same definition as DR. 
| Bh. 19. 96b; SD. 393; Pratapar. 3. 18. Cf. Lévi, p. 53. 
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too (P58 b*s0H. 46d): 
grathanam tadupaksepo. 


‘Hint (grathana) is an intimation of this [Dénouement, as 
if attained].’ 


Com. Ex.: Ratn. 4, p. 105; Veni. 6, p. 201. 
Notes. || Bh. 19. 97a; SD. 394; Pratapar. 3. 18. Cf. Lévi, p. 54. 


LOM ea GL bash. 46:b2). 
*nubhitakhya tu nirnayah. 
‘Narration (mrnaya) is a relation of experience.’ 


Com. Ex.: Ratn. 4, p. 106; Veni. 6, p. 203. 
Nores. || Bh. 19. 97b; SD. 395; Pratapar. 3. 18. Cf. Lévi, p. 54. 


1O2seC bh s2.a° 47a, 
paribhasa mitho jalpah. 
‘Conversation (paribhiasi= paribhasana) is talking [of 
persons] with one another.’ 


Com. Ex.: Ratn. 4, p. 104-105; Veni. 6, p. 205-206. 


Nores. Bh. and SD. define this subdivision of the nirvahana as a 
speech implying censure. 
ll Bh. 19. 98a; SD. 306; Pratapar. 3. 18. Cf. Lévi, p. 54. 


103°) (Ph. 32ave Hea) 
prasadah paryupasanam. 
‘“Graciousness (prasdda) is courtesy.’ 


Com. Ex.: Ratn. 4, p. 105; Veni. 6, p. 205. 
Notes. || Bh. 19. 99a; SD. 398; Pratapar. 3. 18. Cf. Lévi, p. 55. 


104 0GOP..§2 b' ably be). 
anando vafichitavaptih. 


“Bliss (dnanda) is the attainment of one’s desires.’ 


-1. 108] BOOK ONE 31 


Com. Ex.: Ratn. 4, p. 107 [differs from the ordinary text]; Veni. 6, 
p. 206. 


Notes. || Bh. 19. 99b; SD. 399; Pratapar. 3. 18. Cf. Lévi, p. 55. 


FOGumGE 52D"; Ei. 47 b*): 
samayo duhkhanirgamah. 
‘Deliverance (samaya, lit. occasion) is escape from mis- 
fortune.’ 


Com. Ex.: Ratn. 4, p. 104; Veni. 6, p. 208. 
Notes. [| Bh. 19. 100a; SD. 400; Pratapar. 3. 18. Cf. Lévi, p. 55. 


mogmeCr.53.a5 1 48a"); 
krtir labdharthasamanam. 
“Confirmation (krti, lit. fact) is substantiation of the 
result attained.’ 


Com. Ex.: Ratn. 4, p. 107; a passage from Veni. [substantially equi- 
valent to the stanza 6. 44, p. 209]: 


Notes. || Bh. 19. 98b; SD. 397; Pratapar. 3. 18. Cf. Lévi, p. 55. 


Oumece. .53.a7: EH. 48 a7). 
manadyapti§ ca bhasanam. 
‘Expression of Satisfaction (bhdsana) is the attain- 
ment of one’s expectations and the like.’ 


Com. Ex.: Ratn. 4, p. 108. 


Nores. Pratapar. calls this subdivision a@bhadsana and defines it as 
praptakaryanumodanam. — Bh. has abhasana. 
|] Bh. 19. tora; SD. 402; Pratapar. 3. 18. Cf. Lévi, p. 56. 


soem P. 57h; H.48b). 


karyadrstyadbhutaprapti purvabhavopagihane. 


‘Anticipation (parvabhava) and Unforeseen Cir- 
cumstance (upagihana) are [respectively] the foreseeing of 
the Dénouement (karya) and the experiencing of something 
wonderful.’ 
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Com. Ex.: Ratn. 4, p. 106-107 (Anticipation) ; Veni. 6, p. 207 (Unfore- 
seen Circumstance). 


Notes. For the pirvabhava SD. 403 substitutes the pirvavakya, or 
allusion to words spoken before. 
ll Bh. 19. 100 b, 101 b; SD. gor; Pratapar. 3. 18. Cf. Lévi, p. 56. 


TOON hats doc). 
varaptih kavyasamharah. 
‘Termination (kavyasamhara) is obtaining a boon.’ 


Com. Ex.: Ratn. 4, p. 108 [cf. Nagananda 5, p. 105; Priyadarsika 4, 
p. 95]. 

Notes. The illustrative example here and in SD. shows that this 
kavyasamhara is merely a designation for the phrase ‘ What further can I 
do for you?’ which in many of the dramas precedes the final Benediction. 

(Bh) 1os102 2s"S Dy 404 Pratapare 3. 16.) Ct.) Levi,.p. 56: 


PIO Vs Pesca a esc). 
prasastih SubhaSamsanam. 
‘Benediction (praSasti) is a prayer for good things.’ 


Com. Ex.: Veni. 6, p. 210-211. 


Notes. The principal divisions of the Conclusion are the End of the 
Drama and the Benediction; these must always be employed in the order 
named (SD. 405, com.). 

II Bh. 19. 102b; SD. 405; Pratapar. 3. 18. Cf. Lévi, p. 56. 


tit, (Ps54 bs0 Hs oa): 
uktanganam catuhsastih sodha caisam prayojanam. 
‘The sixty-four subdivisions have now been spoken of. Their 
application is sixfold.’ 
Notes. ||SD. 406a; Pratapar. 3. 18. Cf. Lévi, p. 36. 


SIXFOLD APPLICATION OF THE SUBDIVISIONS 
cra (Pi 58 SH iggp ct 


istasyarthasya racana gopyaguptih prakaSanam 
ragah prayogasyascaryam vrttantasyanupaksayah. 
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‘(These six applications are]: the arranging of the subject 
chosen, concealing what is to be concealed, disclosing [what is to 
be disclosed], emotion, the element of surprise in the representa- 
tion, and sustaining interest in the story.’ 


Notes. || Bh. 19. 48 b, 49; SD. 407 a, b, c; AP. 337. 24, 25; Pratapar. 
AalomGi. Levi, p. 36: 


TWOFOLD TREATMENT OF THE SUBJECT-MATTER. 
Praeens 50; Fl.’ s0). 


dvedha vibhagah kartavyah sarvasyapiha vastunah 
sticyam eva bhavet kim cid drSyasravyam athaparam. 


‘And here [i. e. in the play] a twofold division of the whole 
subject-matter must be made: some [of it] is to be intimated, 
and the rest is to be seen and heard.’ 


Notes, || Pratapar. 3. 18. Cf. Lévi, p. 57. 


meeertr. 57° F151). 
niraso ’nucitas tatra samsiicyo vastuvistarah 
drsyas tu madhurodattarasabhavanirantarah. 


‘Minute details of the subject-matter that are deficient in Sen- 
timent and unsuitable are [merely] to be intimated in it 
[i. e. in the play]; but what has constantly sweet and exalted 
Sentiments and States is to be presented in action.’ 


Notes. For an enumeration of actions considered unsuitable for actual 
presentation in the play see 3. 39. Cf. Lévi, p. 57. 


Tue Five Kinps oF INTERMEDIATE SCENE 


eects. 88} Hy 52). 


arthopaksepakaih siicyam paficabhih pratipadayet 
viskambhacilikankasyankavatarapraveSakaih. 


‘What is to be [merely] intimated one should make clear by 
means of the five Intermediate Scenes (arthopaksepaka), 


4 
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[namely]: the Explanatory Scene (viskambha), the Intimation- 
scene (cilikd), the Anticipatory Scene (ankdsya), the Continua- 
tion-scene (ankdvatara), and the Introductory Scene (prave- 
Saka)’. 


Notes. [| Bh. 19. 109; SD. 305, 308 a, b; Pratapar. 3. 18. Cf. Lévi, p. 50. 


PIO I CL 50-1159. 30D) 
vrttavartisyamananam kathamsanam nidarsakah 
samkseparthas tu viskambho madhyapatraprayojitah. 
‘The Explanatory Scene (viskambha=viskambhaka), 
which is presented by middling characters and is for the purpose 
of condensing, explains parts of the story that have happened or 
are about to happen.’ 


Notes. This is called viskambhaka in Bh. and SD. and also in many 
dramas; DR. often uses the form viskambha.—In explanation of the vis- 
kambhaka the com. on MankhakoSa 563 (ed. Zachariae, Vienna, 1897, 
p. 77) quotes Bh. 18. 35. 

I Bh. 19. 110; 18. 34, 51; SD. 308c, d; Pratapar. 3. 19. Cf. Lévi, p. 50. 


127 2(P Go astiinsse)- 
ekanekakrtah suddhah samkirno nicamadhyamaih. 


“When performed by one or more persons [of one class], it 
[is called] pure (suddha) ; when by inferior and middling [char- 
acters], it [is called] mixed (samkirna).’ 

Notes. The pure variety is a soliloquy or a dialogue in Sanskrit and 
is presented by one or two middle-class characters; the mixed variety is 
in Prakrit and is presented by middling and inferior characters together 


(whence the designation). 
| Bhy ro, 1113 -218,535;, 523,SDi308 ce, fs Pratapar. sa19, (Ciglévi, paso: 


818. (P.60'b;.69F a3) 4.54); 
tadvad evanudattoktya nicapatraprayojitah 
praveso ’nkadvayasyantah Sesarthasyopasicakah. 


‘The Introductory Scene (pravesa = pravesaka), 
which is quite similar [to the preceding] and is performed by 
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inferior characters in language that is not elevated, explains, 
between two Acts, matters that have been omitted.’ 


Com. The phrase ‘between two acts’ prohibits the use of the Introduc- 
tory Scene in the first act. 

Notes. “nkadvayasyantah H, V, P; °nte Hall p. 38.— The pravesaka, 
as distinguished from the viskambhaka, is always in Prakrit. Gray, JAOS. 
25. 205, note I, rightly protests against the misleading translation ‘ inter- 
lude,’ which has an entirely different connotatién in English. 

I] Bh. 19. 113, 114 = 18. 30, 31; SD. 309; Pratapar. 3. 22. Cf. Lévi, p. 61. 


T1900. ..61 bs. H. 55,2). 
antaryavanikasamsthais culika ’rthasya siicana. 


‘The Intimation-scene (célikd) is an explanation of a 
matter by persons stationed behind the curtain.’ 


Com. Ex.: Uttararama. 2, p. 47; Mahavira. 4, p. 125. 

Notes. antaryavanika® H, V; antarjavanika® Hall p. 38, P.—On the 
curtain in the Hindu theater see Lévi, p. 373-374. 

|| Bh. 19. 112; SD. 310; Pratapar. 3. 20. Cf. Lévi, p. 60. 


fooee(t.62a; H.55b). 
ankantapatrair ankasyam chinnankasyarthasicanat. 


‘The Anticipatory Scene (ankdsya) [is so called] be- 
cause of the allusion by characters at the end of an Act to 
the subject of the following Act [lit. of an Act that is detached 
(from it) ].’ 


Com. Ex.: Mahavira. 2, p. 87; 3, p. 80. 


Notes. In Bh. and SD. this is called axkamukha in both summary and 
definition; here only ankadsya (anka-+ Gsya). The variation is of no sig- 
nificance, since Gsya and mukha are synonymous. — SD. gives, in addition 
to the explanation of avkdsya as a reference to the opening of the succeed- 
ing act (313), another interpretation (312) as a part of an act in which 
the subject of all the acts is intimated. The former is included on the 
authority of Dhanika; the latter seems to be an original interpretation 
intended to differentiate the ankamukha more clearly from the ankavatara, 
with which some persons (according to SD. 313, com.) claimed it was 
identical. 

Bh ro, 116; SD. 312) 313; Pratapar: 3, 21. Cf. Léyi, p. 60. 
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rar ©( P’62b)63 a; Hi 56). 


ankavataras tv ankante pato ’nkasyavibhagatah 
ebhih samsiicayet sicyam drSyam ankaih pradarSayet. 


‘The Continuation-scene (ankdvatara) is the occur- 
rence of an Act at the end of [the previous] Act, without separa- 
tion from it.—By means of these [Intermediate Scenes just 
enumerated] one should intimate what is to be intimated; [but] 
what is to be seen one should represent by means of the acts 
[themselves ].’ 


Com. Ex. of atkavatara: Malav. 1, p. 21 [with variants]. 

Notes. pdato ’nkasya° H, V, P; patrankasya° Hall p. 38.— The Con- 
tinuation-scene is evidently a continuation of the action by the same 
characters in a succeeding act, without other interruption than the technical 
separation between the acts. A remarkable instance of the application of 
this device on the modern stage is to be found in a drama by Charles 
Rann Kennedy, The Servant in the House (published at New York, 1908), 
in which every act is thus continued in the following one. — The Continua- 
tion-scene does not seem to belong properly in the category of Intermediate 
Scenes, according to the definition of these in the latter part of this sec- 
tion; it is not clear how it informs the audience of matters that cannot 
be presented on the stage (cf. 1. 114). 

[| Bh. 19. 115; SD. 311; Pratapar. 3. 23. Cf. Lévi, p. 60. 


ASIDES, CONFIDENTIAL REMARKS, AND THE LIKE 
jaz" (POF by ries7 a). 
natyadharmam apeksyaitat punar vastu tridhesyate. 


‘This subject-matter [just mentioned] is further declared to be 
of three kinds, with regard to the dramatic rules (ndtyadharma),’ 


Notes. This section serves as an introduction to sections 123-128. 
Contrary to the usual practice of our author, the three kinds are not 
specially named and enumerated before they are taken up individually in 
sections 123-124, 125-127, and 128.— Cf. Lévi, p. 61. 

123 (P. 64a; H.57b). 
sarvesam niyatasyaiva Sravyam aSravyam eva Ca. 

‘Of the matter in hand some is to be heard by all, some is not 

to be heard by all.’ 
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Notes. The technical terms are given in the following section. Cf. 
Lévi, p. 61. 


124 (P. 64b; H. 58a). 
sarvasravyam prakasam sydd aSravyam svagatam matam. 
‘What is to be heard by all is [called] an Aloud (prakdéa) ; 
what is not to be heard [by all] is known asan Aside (svagata).’ 


Notes. An Aside is also called Gtmagata. The adverbial forms dtma- 
gatam and svagatam occur frequently in the stage-directions of the dramas. 
{ISD. 425a, b. Cf. Lévi, p. 61. 


125 (P.65a; H. 58b). 
dvidha ’nyan natyadharmakhyam janantam apavaritam. 


‘There is another so-called dramatic rule that is twofold: Per- 
sonal Address (jandnta=jandntika) and Confidence (apavarita).’ 


Notes. Cf. Lévi, p. 61. 


736 (P. 65 b, 66a; H. 594, b). 


tripatakakarenanyan apavaryantara katham 
anyonyamantranam yat syaj janante taj janantikam. 


‘Personal Address (jandntika) is mutual conversation 
in the presence of [other] persons by shutting out the others 
in the middle of a story by the hand with three fingers raised 
(tripataka).’ 

‘Notes. The word tripatakd, explained briefly in the commentary on this 
section and in detail in Bh. 9. 28-38, designates the hand with three 
fingers outstretched, the thumb and ring-finger being curved inward. As 
can be seen from the passage of Bh. referred to, this was one of the con- 
ventional gestures of the Hindu stage.—For an example of the jandntika 


see Sakuntala 6. 24+, p. 221. 
| SD. 425d, e. Cf. Lévi, p. 61. 


127 (P. 66b; H. s9c). 


rahasyam kathyate ’nyasya paravrttya ’pavaritam. 
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‘A Confidence (apavdrita) is a secret told to another 
by turning around [to him].’ 


Notes, The apavarita is understood to be heard only by the person 
addressed. 
{{ SD, 425 b, ci Cf: Lévi, p; 61: 


1282 0(P..07-->H, 60); 


kim bravisy evam ityadi vina patram braviti yat 
Srutvevanuktam apy ekas tat syad akaSabhasitam. 


‘When [one actor] alone, without [another] actor [on the 
stage] says ‘Do you say so?’ or the like, as if hearing something, 
though it is [really] not spoken, that is [called] Conversation 
with Imaginary Persons (dkasabhasita).’ 

Com. ‘Some persons name other dramatic rules besides, such as pra- 
thamakalpa [cf. Lévi, pt. 2, p. 12], etc., but no definition of them is given 
in this work, because they are not ordained by Bharata, are not mentioned 


in lexicons, consist in the use of dialect by some characters, and are really 
not dramatic rules at all.’ 


Nores. This device is frequently employed in the Bhana, or Mono- 
logue; see DR. 3. 53. An interesting illustration of its use is found at 
the opening of the second act of the Mudraraksasa. For an Occidental 
parallel see Maeterlinck, L’Oiseau bleu, beginning of tableau 5, act 3 (ed. 
Paris, 1911, p. 108-109). 

[SDI A25>f<8) Ct, Levi; p) Ol, 02: 


CONCLUSION OF THE First Book 
T2000 ( PGe, biy.OL \s 
ityady aSesam iha vastuvibhedajatam 
Ramayandadi ca vibhavya Brhatkatham ca 
asutrayet tad anu netrrasanugunyac 
citram kathaém ucitacaruvacahprapaficaih. 


‘After examining the entire body of divisions of the subject- 
matter here [presented] in these and the following [sections], 
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as well as the Ramayana and the like, and the Brhatkatha, one 
should thereupon compose a story diversified with the appro- 
priate selection of Hero and Sentiments, together with amplifica- 
tions of appropriate and pleasing words.’ 


Com. As, for example, the drama Mudraraksasa, which is based on the 
Brhatkatha; or the story of Rama, originally told in the Ramayana. [The 
mention of the Brhatkatha is followed, in the text of the commentary, by 
two Slokas from Ksemendra’s Brhatkathamafijari (2. 216, 217). These 
are doubtless to be regarded as an interpolation; see my Introduction, page 
XxXxXiil.] 


Notes. Meter: vasantatilaka. 


BOOK TWO 


CHARACTERISTICS OF THE HERO 
CCE ly al cracks a Gal) 


neta vinito madhuras tyagi daksah priyamvadah 
raktalokah Sucir vanmi ridhavam§ah sthiro yuva 
buddhyutsahasmrtiprajnakalamanasamanvitah 
§tro drdha§ ca tejasvi §astracaksu§ ca dharmikah. 


‘The Hero should be well-bred, charming, liberal, clever, 
affable, popular, upright, eloquent, of exalted lineage, resolute, 
and young; endowed with intelligence, energy, memory, wisdom, 
[skill in the] arts, and pride; heroic, mighty, vigorous, familiar 
with the codes, and a just observer of laws.’ 


Com. Ex.: Mahavira. 4. 21, p. 146 (well-bred) ; Mahavira. 2. 36, p. 75 
(gentle) ; Spr. 1547 (liberal) ; Mahavira. 1. 53, p. 37 [quoted also at DR. 
2. 16] (clever) ; Mahavira. 2. 35, p. 75 (affable) ; Mahavira. 4. 44, p. 164 
(popular) ; Raghuvaméa 16. 8 (upright) ; Mahanataka 2, 14, p. 52 [== Bala- 
ramayana 4. 60, p. 108] (eloquent); Anargharaghava 3. 21, p. 123 (of 
exalted lineage) ; Mahavira. 3. 8, p. 95 [quoted also at DR. 2. 20 and 4. 22] 
(resolute) ; Bhartrhari, Niti$. 27 == Spr. 4342 (resolute) ; Malav. 1. 5, p. 8 
(possessed of knowledge). 

Nores. SD. 64; Rudr. Srig. 1. 27; Rudr, Kavyal. 12. 7, 8; Sarasv. 
5. 103a, 122, 123 (ed. B. 5. 1o4a, 123, 124); Hem. Kavyan. 7, p. 205} 
Vagbhatal. 5. 7; Vagbh. Kavy4n. 5, p. 62; Pratapar. 1. 11, 22; Alamkara- 
Sekhara 20. 6; Kamasitra, p. 308-309; Kandarpaciidamani and Pajficasa- 
yaka, cited by Schmidt. Cf. Schmidt, p, 147-150 (2d ed., 109-111) ; Lévi, 
p. 62-64. 


THe Four Types or Hero 
a (CP Sac be). 
bhedaig caturdha lalitaSantodattoddhatair ayam. 


‘He [i. e. the Hero] is of four kinds, being light-hearted 
(lalita), calm (Santa), exalted (udatta), or vehement (uddhata),’ 
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Notes. In the definitions of these four kinds of hero, which follow 
in sections 3-6, each of the terms Jalita, f§dnta, etc. has prefixed to it 
the word dhira, ‘ self-controlled,’ in order to indicate that the hero, unlike 
the heroine, must always have himself under control—The Sahityasara 
mentions only the first three types. 

ited 3, 4519). OF}: Ok 339.37, eo as oatasv..&. Topa (ed.B, 5. 
110a) ; Hem. Kavyan. 7, p. 299; Vagbh. Kavyan. 5, p. 61; Pratapar. 1, 27; 
Sahityasara II. 2. 


Beete, 9 b3°H. 3a). 
nigcinto dhiralalitah kalasaktah sukhi mrduh. 
‘The self-controlled and light-hearted [Hero] (dhira- 


lalita) is free from anxiety, fond of the arts [song, dance, etc.], 
happy, and gentle.’ 


Com. Ex.: Ratn. 1. 9, p. 6 [quoted also at DR. 4. 14]. 


Notes. || Bh. 24. 5a; SD. 68; Sarasv. 5. 556 (ed. B. p. 342); Hem, 
Kavyan. 7, p. 209; Pratapar. 1. 32; Sahityasara 11, 4. Cf. Lévi, p. 64. 


Mtr. 403 1H. 3b). 
samanyagunayuktas tu dhirasanto dvijadikah. 
‘The self-controlled and calm [Hero] (dhiraSanta) is a 


Brahman or the like, possessed of the generic merits [of a Hero].’ 


Com, Ex.: Malatim. 2. 10, p. 73; Mrech. 10. 12, p. 259 [quoted also 
at DR. 1. 89]. 


Notes. || Bh. 24. 6a; SD. 69; Sarasv. 5. 557 (ed. B. p. 343); Hem. 
Kavyan. 7, p. 200; Pratapar. 1. 33; Sahityasara 11. 5. Cf. Lévi, p. 64. 


Beer 40,58, 1. 4). 
mahasattvo ’tigambhirah ksamavan avikatthanah 
sthiro nigidhahamkaro dhirodatto drdhavratah. 


‘The self-controlled and exalted [Hero] (dhirodatta) is 
of great excellence, exceedingly serious, forbearing, not boastful, 
resolute, with self-assertion suppressed, and firm of purpose.’ 

Com. Ex.: Nagin. 5. 15, p. 89 [quoted also at DR. 2. 23]; Mahanataka 
3. 25, p. 97 [quoted also at DR. 2.19]. The objection may be raised by some 


that Jimitavahana, the hero of the Nagananda, belongs more properly in 
the category of ‘calm’ heroes, as would appear from Nagin, 1. 6, p. 4 
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and I. 4, p. 3. But [says Dhanika] he is really an ‘exalted’ hero, in spite 
of his great tranquillity, profound sympathy, and lack of passion, and his 
disregard for personal pleasure is due to a desire for achievement, such as 
is seen also in Sakuntala 5. 7, p. 158 (= Spr. 7328). [For details of the 
argument see Lévi, p. 65-66.] 


Notes. [| Bh. 24. 5b; SD. 66; Sarasv. 5. 558 (ed. B. p. 343); Hem. 
Kavyan. 7, p. 299; Pratapar. 1. 28; Sahityasara 11. 3. Cf. Lévi, p. 65-66. 


6 (P.s5b,6a; H.s). 


darpamatsaryabhiyistho mayachadmaparayanah 
dhiroddhatas tv ahamkari cala§ cando vikatthanah. 


‘The self-controlled and vehement [Hero] (dhiroddhata) 
is altogether dominated by pride and jealousy, wholly devoted to 
magic practices and deceit, self-assertive, fickle, irascible, and 
boastful.’ 


Com. Ex.: Mahavira. 2. 16, p. 57; trailokyaisvarya° [unidentified pas- 
sage]. — The principal hero must be of one of the four kinds just defined 
throughout the drama, to insure unity; a secondary hero may, however, 
evince varying characteristics under different circumstances, as in the case 
of ParaSurama in the Mahaviracarita, who appears as ‘exalted’ in 2. 10, 
p. 51 [quoted also at DR. 4. 23 and Kavyapradipa 5, p. 169]; as ‘ vehement’ 
in 2. 16, p. 57 [quoted above]; and as ‘calm’ in 4. 22, p. 147 [quoted also 
at DR. 2. 89]. [For details of the argument see Lévi, p. 67-68.] 

Notes. |[Bh. 24. 5a; SD. 67; Sarasv. 5. 555 (ed. B: p. 342); Hem: 
Kavyan. 7, p. 299; Pratapar. 1. 30. Cf. Lévi, p. 66-68. 


THE HERO As LOVER 
7 CEO bet. Gay 
sa daksinah Satho dhrstah piirvam praty anyaya hrtah. 
“When he has been captivated by another woman, [the Hero 
may be] clever (daksina), deceitful (satha), or shameless 
(dhrsta) toward his previous [love].’ 
Notes. |]SD. 70; Rudr. Srng. 1. 28; Rudr. Kavyal. 12. 9a; AP. 338. 
38b; Sarasv. 5. 109b (ed. B. 5. 110b) ; Hem. Kavyan. 7, p. 299; Vagbhatal. 
5. 8; Vagbh. Kavyan. 5, p. 61; Rasamafijari, p. 208; Pratapar. 1. 34; 


AlamkaraSekhara 20. 7; Ratirahasya 2. 82 (ZDMG. 57, p. 728). Cf. 
Schmidt, p. 152-153 (2d ed., p. 112-113). 
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Bee¢pay.2 > (tH. 6 b*). 
daksino ’syam sahrdayo. 
‘A clever [Hero] (daksina) is [one that is] kind to her 
[i. e. to his previous love].’ 


Com. Ex.: prasida°, stanza by Dhanika; Malav. 3. 3, p. 40= Spr. 1158 

Notrs. SD. 71; Rudr. Srng. 1. 31; Rudr. Kavyal. 12. 10; Sarasv. 5. 
562 (ed. B. p. 343); Hem. Kavyan. 7, p. 300; Vagbhatal. 5. 9b; Vagbh. 
Kavyan. 5, p. 61; Rasamafijari, p. 210; Pratapar. 1. 36; Alamkarasekhara 
20. 8b; Rasaratn. 49a; Bhasabhiisana 6b. Cf. Schmidt, p. 154-155 (2d 
ed., p. 114-115) ; Lévi, p. 68. 


Omer ..7a*> EH. 6-b*):. 
giidhavipriyakrc chathah. 


pa deceitiul oss (Satha) [is one that] hides his un- 
faithfulness.’ 


Com. Ex.: Amaru 73=Spr. 6357 [quoted also at SD. 74].—A 
‘clever’ hero, although equally unfaithful, differs from a ‘ deceitful’ hero 
in that he is kind to his former love. 

Notes. || Bh. 22. 298; SD. 74; Rudr. Srng. 1. 33; Rudr. Kavyal. 12, 11; 
Sarasv. 5. 559 (ed. B. p. 343) ; Hem. Kavy4n. 7, p. 301; Vagbhatal. 5. 10a; 
Vagbh. Kavyan. 5, p. 61; Rasamafijari, p. 213; Pratapar. 1. 39; Alam- 
karaSekhara 20, 9a; Rasaratn. 50a; Bhasabhtisana 7a; Ratirahasya 2. 84 
(ZDMG. 57, p. 728). Cf. Schmidt, p. 155-157 (2d ed., p. 115-116) ; Lévi, 
p. 68. 


Boma P07 bts TH. ict): 
vyaktangavaikrto dhrsto. 


‘A shameless [Hero] (dhrsta) [is one that] lets the 
disfigurements on his body show.’ 


Com. Ex.: Amaru 71 = Spr. 5844. 

Notes. On the bodily disfigurements, chiefly marks made by the nails 
and teeth, see DR. 2. 4o and Schmidt, p. 478, 496 (2d ed., p. 356, 360). 

I|SD. 72; Rudr. Srnig. 1. 36; Rudr. Kavyal. 12. 12; Sarasv. 5. 560 (ed. 
B. p. 343) ; Hem. Kavyan. 7, p. 300; Vagbhatal. 5. 10b; Vagbh. Kavy4an. 
5, p. 61; Rasamafijari, p. 211; Pratapar. 1. 38; Alamkaragekhara 20. 9b; 
Rasaratn. 49b; Bhasabhisana 7b; Ratirahasya 2. 85 (ZDMG. 57, p. 728). 
Cf. Schmidt, p. 157-158 (2d ed., p. 116-117) ; Lévi, p. 68. 
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Fir 7 elie OC. 
*nukiilas tv ekanayikah. 


‘A faithful [Hero] (anukiila) [is one that] has only a 
single lady-love.’ 


Com. Ex.: Uttararama. 1. 39, p. 37.— The question arises as to the 
classification of heroes of the Natika, such as King Vatsa in the Ratnavali, 
who are at first faithful and later unfaithful but courteous. They are not 
to be regarded as ‘deceitful’ and ‘shameless,’ even though they at first 
conceal their love and afterwards openly confess it, for they always retain 
some affection for their previous love, as can be seen from the works of 
the great poets (for example, sndta tisthati kunta°® [unidentified stanza, 
quoted also at SD. 71]) and from Bharata (Bh. 23. 54). Hence such a 
hero is to be regarded as ‘clever.’ 

Since each of the sixteen varieties [produced by the combination of 
*the four kinds mentioned in sections 3-6 with those mentioned in sections 
8-11] may be superior, intermediate, or inferior, there are 48 varieties of 
hero [cf. Bh. 24. 2; SD. 75; Kumarasvamin on Pratapar. 1. 27; Suka- 
saptati, text. simpl. 57 (p. 162, 1. 4-9); and see Schmidt, p. 158-160]. 

Notes. SD. 73; Rudr. Srng. 1. 29; Rudr. Kavyal. 12. 9b; Sarasv. 5. 
561 (ed. B. p. 343); Hem. Kavyan. 7, p. 301; Vagbhatal. 5. 9a; Vagbh.. 
Kavyan. 5, p. 61; Rasamafijari, p. 208; Pratapar. 1. 35; Alamkarasekhara 
20. 8a; Rasaratn. 49a; Bhasabhisana 6a; Ratirahasya 2. 83 (ZDMG. 57, 
p. 728). Cf. Schmidt, p. 153-154 (2d ed., p. 113-114) ; Lévi, p. 69. 


COMPANIONS OF THE HERO 
rage ( ES hil oz) 3 


patakanayakas tv anyah pithamardo vicaksanah 
tasyaivanucaro bhaktah kim cid iinag ca tadgunaih. 


‘The Hero of the Episode (pataka@) is a separate person, 
[called] Attendant (pithamarda), intelligent, assisting him 
[i. e. the principal Hero], devoted [to him], and possessed of 
his qualities in a less degree.’ 


Com. Such are, for example, Makaranda in the Malatimadhava, and 
Sugriva in [the dramas based on] the Ramayana. 

Notes. ||SD. 76; Rudr. Srng. 1. 39, 40; Rudr. Kavyal. 12. 13, 14; AP. 
338. 390, 40a; Sarasv. 5. 507 (ed. B. p. 348); Vagbh. Kavyan. 5, p. 62; 
Rasamafijari, p. 227; Pratapar. 1. 40; Rasaratn. 53a; Kamasitra, p. 57- 
88; Kandarpaciidamani and Paficasayaka, cited by Schmidt. Cf. Schmidt, 
p. 197-200 (2d ed., p. 142-144); Lévi, p. 72. 
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(oa; H. 8a). 
ekavidyo vitaS canyo hasyakrc ca vidisakah. 


‘ Another [companion] is the Parasite (vita), who has 
but a single accomplishment, and the Jester (wvidisaka), who 
is the fun-maker.’ 

Com. An example of the vita is Sekharaka in the Nagananda; the vida- 
saka is a familiar figure [and no example need therefore be mentioned]. 

Notes. || Bh. 24. 105, 107 b, 108a; SD. 77-79; Rudr. Srng. 1. 41; Rudr, 
Kavyal. 12. 15; AP. 338. 40; Sarasv. 5. 508, 599 (ed. B. 5. 170", 170, p. 348) ; 
Vagbh. Kavyan. 5, p. 62; Rasamafijari, p. 227; Pratapar. 1. 40; Rasaratn. 
53b, 55a [by an oversight no section was numbered 54 in the printed 
edition] ; Kamasiitra, p. 58, 59; Ratirahasya 1. 21-26 (ZDMG. 57, p. 712- 
713). Cf. Schmidt, p. 200-204 (2d ed., p. 144-146) ; Lévi, p. 122-123. 


THE OPPONENT OF THE HERO 
rar. Ob; H. 8b). 
lubdho dhiroddhatah stabdhah papakrd vyasani ripuh. 


‘The Opponent [of the Hero] is avaricious, [of the type 
known as] self-controlled and vehement (dhiroddhata), stubborn, 
criminal, and vicious.’ 

Com. Ravana, for example, is the opponent of Rama, and Duryodhana 
the opponent of Yudhisthira. 


Notes. The technical term for this type of character is pratindyaka, 
‘counter-hero. The use of the word ripu here is due to metrical exi- 
gencies. — Hem. Kavyan. (7, p. 308) mentions also a pratindyikd as a foil 
to the heroine. DR. makes no mention of such a character. 

| SD. 159; Sarasv. 5. 103b (ed. B. 5. 104b); Hem. Kavyan. 7, p. 301. 


Cé. Lévi, p. 72. 
QUALITIES OF THE HERO 
26 UP: 10;-H,.9): 
Sobha vilaso madhuryam gambhiryam sthairyatejasi 
lalitaudaryam ity astau sattvajah paurusa gunah. 


‘The eight manly qualities that spring from one’s nature are: 
Beauty of Character (Sobha), Vivacity (wvilasa), Equanimity 
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(madhurya), Poise (gambhirya), Firmness (sthairya), Sense of 
Honor (tejas), Lightheartedness (lalita), and Magnanimity 
(audarya).’ 


Notes. sthairya® Hall p. 38, P; dhairya° H, V (Bh. has sthairya; SD., 
dhairya). Hall remarks (p. 16, n. 3): ‘The dhairya of my printed text, 
in the ninth stanza, is clearly a clerical error for sthairya.’ In spite of 
this plain statement and the occurrence of the correct word in DR. 2. 20, 
Vidyasagara’s reprint of the text repeats the incorrect reading; see my re- 
marks on that edition in the Introduction. — sattvajah H, V, P; sattvikah 
Hall p. 38 (SD. has sattvajah). 

Five of these technical terms reappear below in the enumeration of the 
graces of women: Sobha (2. 53), vilasa (2. 61), madhurya (2. 55), lalita 
(2. 68), audarya (2. 58). In their application to feminine charms they 
have a different meaning, and they are therefore rendered in that con- 
nection by another set of English terms. 

ll Bh. 22. 31; SD. 89; AP. 338. 47; Hem. Kavy4n. 7, p. 2096. 


1OGKGE. tia > Hs 10.a): 
nice ghrna ’dhike spardha Sobhayam Sauryadaksate. 


‘In Beauty of Character (sobha) [are comprised] com- 
passion for the lowly, emulation of one’s superiors, heroism, and 
cleverness.’ 

Com. Ex.: Mahavira. 1. 37, p. 27 (compassion) ; etam pasya purah°® 
{unidentified stanza, tr. Lévi, p. 70] (emulation); stanza by Dhanika 


= Sarng. 3973 [tr. Lévi, p. 70] (heroism) ; Mahavira. 1. 53, p. 37 [quoted 
also at DR. 2. 1] (cleverness). 


Notes. || Bh. 22. 32; SD. 90; AP. 338. 48; Hem. Kavyan. 7, p. 206. 
Cf. Lévi, p. 7o. 


17. (Poi bee Ei 10.b ye 
gatih sadhairya drsti$ ca vilase sasmitam vacah. 
‘Vivacity (vildsa) includes a firm step and glance and a 
laughing voice.’ 


Com. Ex.: Uttararama. 6. 19, p. 147. 
Notes. || Bh. 22. 33; SD. 91; Hem. Kavy4n. 7, p. 297. Cf. Lévi, p. 70. 
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fceeerei2a; Hira). 
Slaksno vikaro madhuryam samksobhe sumahaty api. 
‘Equanimity (madhurya) [means] slight change of de- 
meanor even in very great agitation.’ 


Com. Ex.: Mahanataka 3. 54, p. 114 Sarng. 30990 [tr. Lévi, p. 7o]. 
Notes. || Bh. 22. 34; SD. 92; Hem. Kavyan. 7, p. 297. Cf. Lévi, p. 7o. 


Pome. i2b; H. 11-b). 
gambhiryam yat prabhavena vikaro nopalaksyate. 


“Poise (gambhirya) [means] that, because of strength of 
character, no change of demeanor whatsoever is observed [even 
in very great agitation].’ 

Com. Ex.: Mahanataka 3. 25, p. 97 [quoted also at DR. 2. 5; tr. 
Lévi, p. 6s]. yee 

Notes. || Bh. 22. 36; SD. 93; Hem. Kavyan. 7, p. 208. Cf. Lévi, p. 71. 


Zome@k, L3a; H. 124). 
vyavasayad acalanam sthairyam vighnakulad api. 


‘Firmness (sthairya) is the not being swerved from one’s 
determination even by a multitude of obstacles.’ 


Com. Ex.: Mahavira. 3. 8, p. 95 [quoted also at DR. 2. 1 and 4, 22]. 
Notes. [|| Bh. 22. 35; SD. 94; Hem. Kavy4an. 7, p. 208. Cf. Lévi, p. 71. 


2am 013 b3-H.. 12.b). 
adhiksepadyasahanam tejah pranatyayesv api. 


‘Sense of Honor (tejas) is the not enduring insults and 
the like, even at the cost of one’s life.’ 


Com. Ex.: Sarng. 262. 

Nores. The corresponding section of Bh., recorded by Hall (p. 16, 
n. 3) as cited by Ksirasvamin and by Rayamukutamani in their com- 
mentaries on the Amarakoéa, is found also in the com. on Hemacandra’s 
Anekarthasamgraha 2. 371 and 2. 569 (ed Zachariae, Vienna, 1893, Ex- 
tracts from the Com., p. 58, top, and p. 83, middle). SD. repeats the defi- 
nition of Bh. without change. 

] Bh. 22. 39; SD. 95a, b; Hem. Kavyan. 7, p. 298. Cf. Lévi, p. 71. 
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2g (PF idas cl. Taal 
Srngarakaracestatvam sahajam lalitam mrdu. 


‘Lightheartedness (lalita) is the natural sweet appear- 
ance and demeanor of love.’ 


Com, Ex.: lévanyamanmatha’, stanza by Dhanika [tr. Lévi, p. 71]. 
Notes. [| Bh. 22. 37; SD. 95c; Hem. Kavyan. 7, p. 297. Cf. Lévi, p. 71. 


23ers A Dri 1 De 
priyoktya jivitad danam audaryam sadupagrahah. 


‘Magnanimity (audarya) is the giving up of even as 
much as (@) one’s life with a kindly word, [and] the propitia- 
tion of the virtuous.’ 

Com. Ex.: Nagan. 5. 15, p. 89 [quoted also at DR. 2. 5]; Kumara- 
sambhava 6, 63 (propitiation). 


Notes. I take priyoktya to represent priyoktya (instrumental) + da 
(prepositional adv. with jivitad). 
il Bh. 22, 38; SD. 95d; Hem. Kavyan. 7, p. 298. Cf. Lévi, p. 71. 


THE THREE Kinps OF HEROINE 
2Ae(P. roa; Hates), 
sva "nya sadharanastri ’ti tadguna nayika tridha. 


‘The Heroine (n@yikd) is of three kinds: [the Hero’s] own 
wife (svd), [a woman who is] another’s (anya), or a common 
woman (sddhdranastri); and she has his [i. e. the Hero’s] 
qualities.’ 


Notes. A diagram illustrating Dhanamjaya’s classification of the types 
of heroine will be found on p. 149.— Bh, 24. 7-10 presents a different 
classification recognizing four varieties: divyd, nrpapatni, kulastri, ganikd. 

ISD. 96; Rudr. Srng. 1. 46; Rudr. Kavyal. 12. 16; AP. 338. 41; 
Sarasv. 5. Illa, 112b (ed. B. 5. 112a, 113b); Hem. Kavyan. 7, p. 301; 
Vagbhatal. 5. 11; Vagbh. Kavyan. 5, p. 62; Rasamafijari, p. 11; Alam- 
karaSekhara 20. 2b, c; Rasaratn. 8b; Sahityasara 10. 2a; Bhasabhiisana 
10; Ratirahasya 1. 27 (ZDMG. 57, p. 713). Cf. Schmidt, p. 256-258 (2d 
ed., p. 186-187) ; Lévi, p. 72. 
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THE HeEro’s WIFE AS HEROINE 
ape. 1503) HH! 14b). 
mugdha madhya pragalbheti sviya silarjavadiyuk. 


‘(The Hero’s] own wife (sviya=svda), who is possessed 
of good character, uprightness, and the like, [may be] inex- 
perienced (mugdha), partly experienced (madhya), or experi- 
enced (pragalbha).’ 


Com. Ex.: Hala 871 (good character) ; Hala 867 (uprightness) ; Hala 
866 [quoted also at SD. 97] (modesty). 

Notes. sviyaé H, V, P; sva ’pi Hall p. 38.—This type of heroine is 
called variously svd, sviya, or svakiya. 

ISD. 97, 98; Rudr. Srng. 1. 47; Rudr. Kavyal. 12. 17; Sarasv. 5. 110b 
(ed. B. 5. 111b); Hem. Kavyan. 7, p. 301; Vagbhatal. 5. 12, 13; 
Vagbh. Kavyan. 5, p. 62; Rasamafijari, p. 11-12, 16; Pratapar. 1. 56; 
AlamkaraSekhara 20. 3, 4; Rasaratn. 9; Sahityasara 10. 8; Ratirahasya I. 
28 (ZDMG. 57, p. 713). Cf. Schmidt, p. 258-260 (2d ed., p. 187-189) ; 
Lévi, p. 72. 


gor (r. 16a*"H. 5a). 
mugdha navavayahkama ratau vama mrduh krudhi. 


‘The inexperienced [kind of wife] (mugdha) has the 
desire of new youth, is coy in love and gentle in anger.’ 


Com. Ex.: Spr. 6238 (youth) ; ucchvasan®, stanza by Dhanika (youth) ; 
drstih salasa° [unidentified stanza, quoted also at DR. 2. 50] (desire) ; 
Kumiarasambhava 8. 2 [quoted also at DR. 4. 61] (coyness in rati) ; 
Subhasitavali 2060 (gentleness in anger); na madhye samskadram kusum* 
[unidentified stanza] (passion concealed because of modesty). 

Notes. In most rhetorical treatises the mi#gdha is not further sub- 
divided (cf. DR. 2. 31, com.: mugdha tu ekariipaiva; see also Schmidt, 
p. 262-263; 2d ed., p. 191), but Rasamafijari, Rasaratnahara, and Bhasa- 
bhiisana mention two varieties of mugdhd. 

{| SD. 99; Rudr. Srng. 1. 48, 52, 54, 56; Rudr. Kavyal. 12. 18-20; Sarasv. 
5. 566 (ed. B. p. 344); Rasamafijari, p. 16-17; Pratapar. 1. 56; Rasaratn. 
10, 11a; Bhasabhiisana 11; Ratirahasya 1. 9-11 (ZDMG. 57, p. 710). Cf. 
Schmidt, p. 260-262 (2d ed., p. 189-191) ; Lévi, p. 72-73. 


a7 (P.16b; H.15b). 
madhyodyadyauvanananga mohantasurataksama. 
5 
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“The partly experienced [kind of wife] (madhy@) has 
the love of rising youth and permits its indulgence even to 
fainting.’ 

Com. Ex.: Glapan bhri° [unidentified stanza] (youth); Amaru 60 
(love) ; Hala 5 (sambhoga). 


Notes. ‘°ydvandnanga H, V, P; clearly a mistake for °yauvandnanga, 
which I adopt——The term madhy@ is here used to designate the kind of 
wife intermediate between the mugdha and the pragalbha. For another 
use of the word see 2. 30, notes. 

iiSDetoossRuds. Srngsir, 58,163% Rudr) Kavyalai2, 21, 22: Sarasvees 
567 (ed. B. p. 344) ; Vagbh. Kavyan. 5, p. 62; Rasamafijari, p. 31; Pratapar. 
I. 56; Rasaratn. 11b, 12a; Bhasabhtsana 12a; Ratirahasya I. I2, 13 
(ZDMG. 57, p. 710). Cf. Schmidt, p. 263-264 (2d ed., p. 191-192) ; Lévi, 
Dp. 73. 


28 o( Paty F146 ), 


dhira sotprasavakroktya madhya sasru krtagasam 
khedayed dayitam kopad adhira parusaksaram. 


‘In her anger a [partly experienced wife who is] self-con- 
trolled (dhira) rebukes her erring husband with sarcasm and 
indirect speech; one that is partly self-controlled (madhya) 
[does the same] with tears; one lacking in self-control (adhir@), 
with harsh words.’ 

Com. Ex.: Magha 7. 53 (self-controlled); Amaru so—Spr. 4443 


(partly self-controlled) ; Spr. 5447 (without self-control) ; Subhasitavali 
2071 (other methods of procedure than those mentioned). 


Notes. {| SD. 102, 103; Rudr. Srng. 1. 65; Rudr. Kavyal. 12. 23; Hem. 
Kavyan. 7, p. 303; Rasamafijari, p. 42; Rasaratn. 16. Cf. Schmidt, p. 266— 
269 (2d ed., p. 194-196) ; Lévi, p. 73. 


oe pies ses Copel = elk Gp 
yauvanandha smaronmatta pragalbha dayitangake 
viliyamanevanandad ratarambhe ’py acetana. 


‘The experienced [kind of wife] (pragalbha) is blinded 
by youth, crazed with love, infatuated, and clinging, as it were, 
to the body of her husband for joy even at the beginning of love’s 
pleasures.’ 
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Com. Ex.: abhyunnata®, stanza by Dhanika [tr. Lévi, p. 74] (youth) ; 
Spr. 7183 (youth) ; Amaru 2. 63, p. 128= Spr. 3246 (emotion) ; Amaru 97 
(rati) ; Amaru 65 (other methods of procedure than those mentioned). 

Notes. For pragalbha Sahityasadra substitutes the term ddhya (the 
com. explains: ddhyatvam pragalbhyam eva); Pratapar. and Vagbh. 
Kavyan. employ the synonymous designation praudha. 

{]SD. 1o1; Rudr. Srng. 1. 60, 74; Rudr. Kavy4al. 12. 24, 25; Sarasv. 5. 
568 (ed. B. p. 344) ; Vagbh. Kavyan. 5, p. 62; Rasamafijari, p. 34; Pratapar. 
I. 56; Rasaratn. 12b; Bhasabhtisana 12b; Ratirahasya 1. 14, 15 (ZDMG. 
57, p. 711). Cf. Schmidt, p. 264-266 (2d ed., p. 192-194) ; Lévi, p. 74. 


sem (r. (105. 11.18.a, b). 


savahitthadarodaste ratau dhiretara krudha 
samtarjya tadayen madhya madhydadhireva tam vadet. 


“In her anger an [experienced wife who is] self-controlled 
(dhira) is pretendedly respectful (sdvahitthadara) and is indif- 
ferent to the pleasures of love; the other [i. e. one who is 
lacking in self-control (adhira)] is wont to scold and strike [her 
husband]; one who is partly self-controlled (madhya@) is wont 
to speak to him like a partly experienced [wife] who is lacking 
in self-control (madhyadhira).’ 


Com. Ex.: Amaru 17= Spr. 1363 (pretended respect) ; Amaru 63 (in- 
difference to rati); Amaru 10 = Spr. 1938 (rebuke and striking) ; Amaru 
33 = Spr. 1939 (like madhyadhira). 

Notes. madhya H, V, P; kantam Hall p. 38—A further threefold 
division of the madhya and the pragalbha—not otherwise referred to in 
the present work—is implied in sections 28 and 30. In the expression of 
their anger heroines of these two varieties may be self-controlled (dhira), 
lacking in self-control (adhira), or of an intermediate type called either 
madhya, as in the second line above, or dhiradhira (dhira + adhira), as 
in Dhanika’s commentary and several of the other treatises (cf. Rasa- 
mafijari, p. 41; Bhasabhtsana 23). 

Both of these designations of the intermediate type cause occasional 
obscurity. The term madhyda is easily confused with the madhya@ that 
denotes the intermediate between mugdha and pragalbha (see DR. 2. 27). 
The term dhiradhira, which avoids this duplication of terms, is a source 
of difficulties of another kind. In Hem. Kavyan. 7, p. 303, for example, 
we find the remarkable statement dhiradhiradhiradhirabhedad antye tredha, 
which seems unintelligible until the first element is analyzed as dhira+ 
dhira-adhira +-adhirad. Similarly in Rasaratn. 14a: dhiradhira tatha 
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dhiradhireti trividhe striyau.—In the word madhyadhira (madhya + 
adhira) in the second line of the text above, the former element designates 
the ‘partly experienced’ type of wife (see 2. 27, notes). 

l| SD. 104-106; Rudr. Srng. 1. 76, 79; Rudr. Kavyal. 12. 26, 27; Hem. 
Kavyan. 7, p. 304; Rasamafijari, p. 42-43; Rasaratn. 17, 18. Cf. Schmidt, 
p. 269-270 (2d ed., p. 196-197) ; Lévi, p. 74-75. 


a0 (h. 20.45 Hi1Sic)! 
dvedha jyestha kanistha cety amugdha dvadaSoditah. 

‘ [The varieties of wife-heroine] other than the inexperienced 
are said to be twelve [in number], being [each again] of two 
kinds: older (jyestha) and younger (kanistha).’ 

Com. There is only one type of mugdhad. The other six varieties [the 
three kinds of madhya (2. 28) and the three kinds of pragalbha (2. 30)] 
are each twofold. Ex.: Amaru 18= Spr. 2937 [quoted also at DR. 2. 82]; 


Vasavadatta and Ratnavali in the drama Ratnavali. Aside from the 
mugdhé there are thus twelve varieties [cf. SD. 108a, b]. 


Notes. {|SD. 107; Rudr. Srng. 1. 83; Rudr. Kavyal. 12. 28; Sarasv. 
5. 111b (ed. B. 5. 112b); Hem. Kavyan. 7, p. 303; Rasamajfijari, p. 57; 
Rasaratn. 13. Cf. Schmidt, p. 271-272 (2d ed., p. 197-198) ; Lévi, p. 75. 


A MAIDEN or ANOTHER’S WIFE AS HEROINE 
32) ((Pr2ob,2raycHii9)! 


anyastri kanyakodha ca nanyodha ’ngirase kva cit 
kanyanuragam icchatah kuryad angangisamsrayam. 


‘ A woman who is another’s (anyastri) is either a maiden 
or a married woman. A woman who is married to another 
should never [figure] in the principal Sentiment; [but] love for 
a maiden one may employ at will, in connection with the prin- 
cipal or the subordinate Sentiments.’ 


Com. Ex.: Sarng. 3769 (love for the wife of another); the. love of 
the hero for Sagarika in the Ratnavali, and that of the hero for Malaya- 
vati in the Nagananda (love for a maiden). 

Notes. icchatah H, V, P; anvicchan Hall p. 38.—The usual designa- 
tion for this type of heroine is parakiyd, but anya, anyadiyd, and anyastri 
are also found. — On the principal and subordinate Sentiments see 3. 38; 
Ty Shy es 

SD. 1o8c, 109, 110; Rudr. Srng. 1. 87; Rudr. Kavyal. 12. 30; Sarasv. 
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5. 111b (ed. B. 5. 112b); Hem. Kavyan. 7, p. 305; Vagbhatal. 5. 14; 
Vagbh. Kavyan. 5, p. 62; Rasamafijari, p. 64-65; Alamkarasekhara 20. 4; 
Rasaratn. 20-22. Cf. Schmidt, p. 272-278 (2d ed., p. 199-203) ; Lévi, p. 75. 


A CourRTEZAN AS HEROINE 
Bomete 21D; H. 20a). 
sadharanastri ganika kalapragalbhyadhaurtyayuk. 
‘A common woman (sddharanastri) is a courtezan, 
skilled in the arts, bold, and cunning.’ 


Notes. For parallel passages in other treatises see the notes on section 
34. Cf. Schmidt, p. 280 (2d ed., p. 204) ; Lévi, p. 75. 


pac e22; He 20b, 21a). 


channakamasukharthajfiasvatantrahamyupandakan 
rakteva rafijayed adhyan nihsvan mAatra vivasayet. 


“She gratifies, as if she were in love with them, those that con- 
ceal their amours, those that obtain wealth easily, the foolish, 
the self-willed, the selfish, and the impotent, as long as they have 
money; when they are without funds she has them turned out 
of doors by her mother.’ 

Notes. The compound sukhartha might also be translated ‘those that 
have pleasure as their [sole] aim, but the corresponding expressions in 
other works (sukhapraptadhana, Rudr. Srng. and SD.; sukhapraptavitta, 
Vagbh. Kavyan.) show that it means ‘those that obtain wealth easily.’ 
Dhanika gives both interpretations without deciding on their merits. 

|SD. 111; Rudr. Srng. 1. 120-126; Rudr. Kavyal. 12. 39, 40; Hem. 
Kavyan. 7, p. 305; Vagbhatal. 5. 15, 16a; Vagbh. Kavyan. 5, p. 63; Rasa- 
mafijari, p. 88; AlamkarasSekhara 20. 5; Rasaratn. 27; Sahityasara 10. 3b; 
Ratirahasya 1. 62, 64 (ZDMG. 57, p. 717). Cf. Schmidt, p. 278-282 (2d 
ed., p. 203-205) ; Lévi, p. 75. 


agent 23a; H: arb). 
raktaiva tv aprahasane naisa divyanrpaSraye. 


‘ [She should be presented as] in love [with the Hero] except 
in a Prahasana; she should not [figure] in a drama concerned 
with a celestial king.’ 
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Com. Except in a Prahasana, a courtezan may be enamored of the 
hero, like Vasantasena in the Mrechakatika. In the Prahasana she should 
not be in love, for the sake of the comic effect. She must not be intro- 
duced in a drama whose hero is a celestial king. 


Nores. Text as above, H, V, P; riipakesv anuraktaiva karyd pra- 
hasanetare Hall p. 38. — Cf. Lévi, p. 75-76. 


CLASSIFICATION OF HEROINES ACCORDING TO THEIR RELATIONS 
WITH THE HERO 


S07 (hein uki, aaa), 
asam astav avasthah syuh svadhinapatikadikah. 


‘Of these [types of Heroine] there may be eight [varieties 
according to their] conditions [in relation to the hero], “one 
that has her husband in subjection” and so on.’ 

Nores. || Bh. 22, 197, 108; SD. 112; Rudr. Srng. 1. 131, 132; Rudr. 
Kavyal. 12, p. 154 (supposed interpolation); Sarasy. 5. 113b (ed. B. 5. 
114b); Hem. Kavyan. 7, p. 305-306; Vagbh, Kavyan. 5, p. 63; Rasamafijari, 
p. 105; Pratapar. 1. 41, 42; Alamkaragekhara 20, p. 70; Rasaratn. 37; cf. 
Sahityasira 10. 21. Cf. Schmidt, p. 284-287 (2d ed., p. 208-209) ; Lévi, p. 76. 


37> (Pa wees. 22 b )i 
asannayattaramana hrsta svadhinabhartrka. 


‘“One that has her husband in subjection” (svadhinabhartrka) 
is one whose lover sits by her side and is at her service, and who 
takes pleasure [in it].’ 


Com. Ex.: Amaru M 55, p. 141 [quoted also at SD. 145]. 


Notes. In some treatises (Sarasv., Pratapar., etc.) this type of heroine 
is called svddhinapatika. 

{| Bh. 22, 201; SD. 113; Rudr. Srng. 1. 133; Rudr. Kavyal. 12, p. 154 
(supposed interpolation) ; 12. 45; Sarasv. 5. 118 (ed. B. 5. 119); Hem. 
Kavyan. 7, p. 306; Vagbh. Kavyan. 5, p. 63; Rasamafijari, p. 163; Pratapar. 
1. 43; Rasaratn. 38a; Bhasabhisana 20a; Anangaranga, Paficasayaka, 
and Smaradipika, cited by Schmidt. Cf. Schmidt, p. 287-289 (2d ed., p. 
209-211) ; Lévi, p, 76, 


go. (i.e Dioldeea ea 


muda vasakasajja svam mandayaty esyati priye. 
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‘““ One that is dressed up to receive” (vdsakasajja) [is one 
who] adorns herself for joy when her lover is about to come.’ 


Com. : She adorns herself and her house. Ex.: Magha 9. 52. 

Notes. This type of heroine is also called vdsakasajjika and vdsaka- 
sajjitd. 

| Bh. 22. 199; SD. 120; Rudr. Srng. 1. 137; Rudr. Kavyal. 12, p. 154 
(supposed interpolation) ; Sarasv. 5. 117 (ed. B. 5. 118); Hem. Kavyan. 
7, p. 307; Vagbh. Kavyan. 5, p. 63; Rasamafijari, p. 154; Pratapar. 1. 44; 
Rasaratn. 38b, 39a; Bhasabhtsana 19b; Anangaranga, Paficasayaka, and 
Smaradipika, cited by Schmidt. Cf. Schmidt, p. 292-294 (2d ed., p. 213- 
216) ; Lévi, p. 76. 


B0eet). 25a; H. 22b). 
cirayaty avyalike tu virahotkanthitonmanah. 


““One that is distressed at [her lover’s] absence” (vira- 
hotkanthita) [is one who] is disturbed (unmanas) when he 
tarries without being at fault.’ 


Com. Ex.: sakhi sa vijito vina° [unidentified stanza, tr. Lévi, p. 76]. 

Notes. virahotkanthitonmanah H, V, P; virahotkanthita mata Hall p. 
38. — This type of heroine is also called utk& and utkanthita. 

{| Bh. 22. 200; SD. 121; Rudr. Srng. 1. 135; Rudr. Kavyal. 12, p. 154 
(supposed interpolation) ; Sarasy. 5. 120 (ed. B. 5. 121); Hem. Kavyan. 
7, p. 307; Vagbh. Kavyan. 5, p. 63; Rasamafijari, p. 145; Pratapar. 1. 46; 
Rasaratn. 39 b; Bhasabhiisana 18; Anangaranga, Paficasayaka, and Smara- 
dipika, cited by Schmidt. Cf. Schmidt, p. 289-292 (2d ed., p. 211-213) ; 
Lévi, p. 76. 


40 (P.25b; H. 24a). 
jiiate ’nyasangavikrte khanditersyakasayita. 

‘“ One that is enraged” (khandita) [is one who] is filled with 
jealousy on discovering [her lover to be] disfigured through his 
relations with another [woman].’ 

Com. Ex.: Magha 11. 34=Spr. 3413 [quoted also at DR. 4. 67 and 


SD. 219; Bohtlingk did not record in Spr. the ultimate source of this 
stanza]. 

Notes. The hero that lets his bodily disfigurements show is called 
‘shameless’; see 2. 10.. These disfigurements include marks made by the 
nails and teeth; see Schmidt, p. 478, 496 (2d ed., p. 356, 369). 
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IkBh. 22. 203; SD. 114; Rudr. Srag. 1. 143; Rudr. Kavyal. 12, p. 155 
(supposed interpolation); 12. 44; Sarasv. 5. 114 (ed. B. 5. 115); Hem. 
Kavyan. 7, p. 306; Vagbh. Kavyan. 5, p. 64; Rasamafijari, p. 118; Pratapar. 
1. 49; Rasaratn. 41a; Bhasabhisana 17a; Anangaranga, Paficasayaka, and 
Smaradipika, cited by Schmidt. Cf. Schmidt, p. 299-301 (2d ed., p. 219- 
221); Lévi, p. 76. 


as (PF. 26a; B24). 
kalahantarita ’marsad vidhite ’nuSay4rtiyuk. 


““One that is separated [from her lover] by a quarrel” 
(kalahantarita) [is one who] suffers remorse after she has re- 
pulsed [him] in indignation.’ 


Com. Ex.: Amaru 98 = Sarng. 3543. 

Notes. widhiite H, V, P; vibhite Hall p. 38.—In Rudr. Srnhg. and 
Rudr. Kavyal. this type of heroine is called abhisamdhita; the Smara- 
dipika uses the term kupita. 

{| Bh. 22. 202; SD. 117 e, £; Rudr. Srng. 1. 139; Rudr. Kavyal. 12, p. 154 
(supposed interpolation) ; Sarasv. 5. 115 (ed. B. 5. 116) ; Hem. Kavyan, 7, 
p. 306; Vagbh. Kavyan. 5, p. 63; Rasamafijari, p. 125; Pratapar. 1. 51; 
Rasaratn, 41b; Bhasabhisana 16b; Anangaranga, Paficasayaka, and 
Smaradipika, cited by Schmidt. Cf. Schmidt, p. 294-297 (2d ed., p. 216- 
217); Lévi, p. 77. 


42 (P. 266; H. 25a). 
vipralabdhoktasamayam aprapte ’tivimanita. 


‘“One that is deceived” (vifralabdha) [is one who] is greatly 
offended that [her lover] has not come to the rendezvous agreed 
upon.’ 


Com. Ex.: Subhiasitavali 1940 = Spr. 1191 [quoted also at SD. 118]. 

Notes. || Bh. 22. 204; SD, 118; Rudr. Srng. 1. 141; Rudr. Kavydal. 12, 
p. 154 (supposed interpolation) ; Sarasv. 5. 116 (ed. B. 5. 117); Hem. 
Kavyan. 7, p. 307-308; Vagbh. Kavyan. 5, p. 64; Rasamafijari, p. 133; 
Pratapar, 1. 47; Rasaratn. 4ob; Bhasabhisana 19a; Anangaranga and 
Paficasayaka, cited by Schmidt. Cf. Schmidt, p. 297-299 (2d ed., p. 218- 
219); Lévi, p. 77. 


43 (P. 27a; H. 25b). 
diiradeSantarasthe tu karyatah prositapriya. 
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‘“ One whose beloved is away” (prositapriya) is one whose 
lover is in a distant land on business.’ 

Com. Ex.: Amaru 91 = Spr. 937. 

Notes. Cf. DR. 4. 7o.—In most treatises this type is called progita- 
bhartrka; in Rudr. Srng,, prositapreyasi; in Rudr. Kavyal., prositanatha. 
These names are all synonymous and the variation has no significance. 

Rasamafijari (p, 184-185), Rasaratnahara (42b), and Bhasabhisana 
(20b) mention an additional type called prosyatpatika or pravatsyatpatika, 
‘one whose husband is about to depart.’ Cf. Schmidt, p. 307-309 (2d ed., 
p. 226-228). 

{| Bh. 22. 205; SD. 119; Rudr. Srng. 1. 147; Rudr. Kavyal. 12, p. 155 
(supposed interpolation) ; 12. 46; Sarasv. 5. 119b (ed. B. 5. 120b); Hem. 
Kavyan, 7, p. 300; Vagbh. Kavyan. 5, p. 63; Rasamafijari, p. 108; Pratapar. 
I. 53; Rasaratn. 42a; Bhasabhisana 16a; Anangaranga, Paficasayaka, 
and Smaradipika, cited by Schmidt. Cf. Schmidt, p. 305-307 (2d ed., p. 
224-226) ; Lévi, p. 77. 


mae tr. 27D; H.25c). 
kamarta *bhisaret kantam sarayed va ’bhisarika. 


“One that goes after [her lover] ” (abhisarika) [is one whol, 
lovesick, goes to her lover or makes him come to her.’ 

Com. Ex.: Amaru 29=Spr. 1316; Magha 9. 56. 

Notes. || Bh.-22. 206; SD. 115; Rudr. Srng. 1, 145; Rudr. Kavyal. 12, p. 
154 (supposed interpolation) ; 12. 42; Sarasv. 5.119 a (ed. B. 5. 120a) ; Hem. 
Kavyan. 7, p. 308; Vagbh. Kavyan. 5, p. 64; Rasamafijari, p. 171; Pratapar. 
I. 54; Rasaratn. 40a; Bhasabhisana 17b; Anangaranga, Paficasayaka, and 
Smaradipika, cited by Schmidt. Cf. Schmidt, p. 302-304 (2d ed., p. 222- 
223); Lévi, p. 77. 


weet. 25; £1. 26): 
cintanih$vasakhedaésruvaivarnyaglanyabhisanaih 
yuktah sad antya dve cadye kridaujjvalyapraharsitaih. 
‘Heroines of the last six varieties are characterized by reflec- 
tion, sighing, dejection, weeping, change of color, weakness, and 
absence of ornaments; those of the first two varieties, by play- 
fulness, radiance, and joy.’ 


Com. The heroine connected with another, whether maiden or wife, 
can not be of all these varieties. For example, Malavika, in Malav. 4. 14, 
p. 79, etc., should not be considered as khandita. [For details of the argu- 
ment see Lévi, p. 78.] 
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Notes. For a still further subdivision of the heroine see Schmidt, p. 
310-314 (2d ed., p. 228-232). According to the passages cited there —to 
which might be added Sarasv. 5. 107, 110a (ed. B. 5. 108, 111 a) —each 
of the varieties thus far enumerated may be either uttamad, madhyamd, 
or adhamd, We thus arrive, by successive multiplication, at the grand 
total of 384 varieties (see SD. 122; Rudr. Srng. 1. 154, 155; Rudr, Kavyéal. 
12, p. 155 [supposed interpolation] ; Rasamafijari, p. 105; and cf. Schmidt, 
p. 315; 2d ed., p. 232). The DR. does not mention this last differentiation 
(except in a general way at 2. 75) and so admits of but 128 varieties. 

Rasamafijari (p. 106) adds: yat tv etdsdm diya divyobhayabhedena 
gananaya dvipancasadadhikasatayutam sahasram bhedé bhavonti, thus claim- 
ing the existence of 1152 varieties of heroine! 


MESSENGERS OF THE HEROINE 
AGP 4, 2O ytd, 27) 


dityo dasi sakhi karir dhatreyi prativesika 
lingini Silpini svam ca netrmitragunanvitah. 


‘As messengers [the Heroine may employ] a maid-servant, 
a female friend, a working-woman, a foster-sister, a neighbor, a 
female ascetic, a crafts-woman, and her own self: [all of these] 
being possessed of qualities [to match those] of the friends of 
the Hero.’ 

Com. Ex.: Malatim. 3. 11, p. 88— Spr. 6451; mrgasisfu° [unidentified 


stanza] (friend as messenger); Hala 12; Hala 877 [with variations] 
(heroine as her own messenger). 


Norrs. On the ‘friends of the Hero,’ mentioned in the second line of 
this section, see 2. 12, 13. 

ISD. 157; Rudr. Srng. 2. 102; Vagbh. Kavyan. 5, p. 63; Pratapar. 1. 55; 
Rasaratn. 46b, 47a; Kamasitra, p. 287; Ratirahasya (of Kokkoka), Anan- 
garanga, Paficasayaka, and Smaradipika, cited by Schmidt. Cf. Schmidt, 
P. 777-779 (ad ed., p. 564-566) ; Lévi, p. 123. 


THE Twenty NaturAL GRACES OF THE HEROINE 
Ala (PAg0 tii, 28.4); 
yauvane sattvajah strinam alamkaras tu viméatih. 


‘The natural graces of women in the prime of youth are twenty 
[in number ].’ 
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Nores. || Bh. 22. 4, 5; SD. 125a; Hem. Kavyan. 7, p. 308; Rasaratn. 
58b, 59 a. 


aeeecr. 30D, 31; 1H. 28 b; 20). 


bhavo havas ca hela ca trayas tatra Sarirajah 
Sobha kantis ca dipti$ ca madhuryam ca pragalbhata 
audaryam dhairyam ity ete sapta bhava ayatnajah. 


‘Three of them are physical: Feeling (bhava), Emotion 
(hava), and Passion (hela). These seven qualities come of their 
own accord: Beauty (Sobha), Loveliness (kanti), Radiance 
(dipti), Sweetness (mdadhurya), Courage (pragalbhata), Dig- 
nity (audarya), and Self-control (dhairya).’ 

Notes. The three qualities in the first group, forming a progressive 
series of manifestations of love, are defined in sections 50-52; the seven 
components of the second group, which are inherent characteristics of the 
heroine, are treated in sections 53-59; the members of the third group are 
enumerated in the following section (49). 

The terms fobha, madhurya, and audarya occur also in the list of quali- 
ties of the hero; see DR. 2. 15 and the notes on that section. 

Pratapar. omits fobhd, kanti, dipti, pragalbhya, and audarya; it adds, 
however, three other qualities named kutihala, cakita, and hasita (4. 65, 
66, 68, p. 269-270), thus bringing the number up to eighteen. The list in 
Sarasv. shows similar variations. — In the Alamkarasekhara these qualities 
are enumerated as Consequents (see DR. 4. 3). 

(Bh. 22. 6, 24; SD. 1255, c, d; AP. 338. 40, soa; Sarasv. 5. 364, 365 a 
(ed. B. 5. 168, 169 a, p. 310) ; Hem. Kavyan. 7, p. 309, 314; Pratapar. 4. 53; 
Alamkarasekhara 20. 33, 34; Rasaratn. 59b, 60. 


49 (P. 32, 33a; H. 30). 


lila vilaso vicchittir vibhramah kilakificitam 
mottayitam kuttamitam bibboko lalitam tatha 
vihrtam ceti vijfieya dasa bhavah svabhavajah. 


‘The ten qualities that arise from one’s disposition are con- 
sidered to be: Sportiveness (lila), Delight (vilasa), Tasteful- 
ness (vicchitti), Confusion (vibhrama), Hysterical Mood (kila- 
kincita), Manifestation of Affection (mottdyita), Pretended 
Anger (kuttamita), Affected Indifference (bibboka), Lolling 
(Jalita), and Bashfulness (vihrta).’ 
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Norres. These qualities are defined in sections 60-69. The terms 
vilasa and lalita occur also in the list of qualities of the hero; see 2, 15 
and the notes on that section. SD. mentions and defines eight additional 
qualities; see SD. 125 f-h, 145, 147-153, and Lévi, p. 83-84. 

{) Bh: 22, 1255135 SD: 125 e-¢; AP: 340; 2, 3a) Sarasv: 5. 41, degen 
Hem. Kavyan. 7, p. 311; Rasatar. 6, p. 58; Pratapar. 4. 53; AlamkdraSe- 
khara 20. 33, 34; Rasaratn. 61-63 a. 


Som (.ie2 brertes wa). 
nirvikaratmakat sattvad bhavas tatradyavikriya. 


‘Feeling (bhava) is the first touch of emotion in a nature 
that was [previously] unaffected.’ 
Com. Ex.: Kumiarasambhava 3. 40; drstih sdlasa° [unidentified stanza, 


quoted also at DR. 2. 26]; Kumarasambhava 3. 67 [quoted also at Kavya- 
pradipa 5, p. 168]; tam ccia vaa°, stanza by Dhanika. 


Notes. [| Bh. 22. 7, 8; SD. 126; AP. 338. 50b; Hem. Kavy4n. 7, p. 310; 
Pratapar. 4. 53; Rasaratn. 63b. Cf. Lévi, p. 79. 


En OL SY getbal leti  B Y 
hevakasas tu Srngaro havo ’ksibhriivikarakrt. 


‘Emotion (hava) is ardent love which produces a change 
in eyes and brows.’ 


Com. Ex.: jam kim pi peccha°, stanza by Dhanika. 


Notes. hevakasas H, V, P; alpalapas Hall p. 38.—The expression 
aksibhrivikara is taken from Bh. 

{| Bh. 22; 7, 10; SD. 127; AP. 338. 50b; Sarasv. 5. 353 (ed. B. p. 308) 
Hem. Kavyan. 7, p. 310; Pratapar. 4. 54, p. 263; Rasaratn. 64a. Cf, Lévi, 
p. 79. 


52 (Peg4¢b oil. s2aks 
sa eva hela suvyaktasrngararasasicika. 


‘That [i. e. Emotion] is Passion (hela), when it is a very 
plain manifestation of the emotion of love.’ 

Com. Ex.: taha jhatti se paa°, stanza by Dhanika [quoted, with some 
variations, at SD. 128]. 


Notes. [| Bh. 22. 7, 11; SD. 128; Sarasv. 5. 351 (ed. B. p. 308); Hem. 
Kavyan. 7, p. 310; Pratapar. 4. 54, p. 263; Rasaratn. 64b. Cf. Lévi, p. 70. 


—2. 56 | BOOK TWO 61 


53 (P. 35a; H. 32b). 
rupopabhogatarunyaih Sobha "nganam vibhiisanam. 
‘Beauty (Sobhd@) is bodily adornment due to handsome form, 
passionateness, and youthfulness.’ 


Com. Ex.: Kumarasambhava 7. 13; Sakuntala 2. 10, p. 72 = Spr. 271. 


Nores. {{ Bh. 22. 25; SD. 129; Hem. Kavyan. 7, p. 314; Rasaratn. 65a. 
Cf. Lévi, p. 79. 


54 (P. 35b; H. 33a). 
manmathavapitacchaya saiva kantir iti smrta. 
‘Loveliness (kdnti) is the name given to the touch of 
beauty imparted by love.’ — 


Com. Ex.: unmiladvadan® [unidentified stanza, tr. Lévi, p. 79]; as can 
be seen in the Mahasvetavarnanavasara of Bhatta Bana. 


Notes. manmathavapita® H, V, P; manmathdadhyasita® Hall p. 38.— 
A higher degree of this quality is called dipti (see 2. 56). 

ll Bh. 22. 26a; SD. 130; Hem. Kavy4n. 7, p. 314; Rasaratn, 65b. Cf. 
Lévi, p. 79. 


eee. 20a; H. 33 bt). 
anulbanatvam madhuryam. 


‘Sweetness (mddhurya) is a quality not very intense.’ 


Com. Ex.: Sakuntala 1. 17, p. 28= Spr. 6896. 


Norss. || Bh. 22. 27; SD. 132; Hem. Kavyan. 7, P. 315; Pratapar. 4. 55, 
p. 263 [59 is a misprint for 55]; Rasaratn. 66b. Cf. Lévi, p. 80. 


S67 (Ps 36a? H. 33 b*): 
diptih kantes tu vistarah. 
‘Radiance (dipti) is a higher degree of Loveliness.’ 


Com. Ex.: Dhvanyaloka 1. 4, com., p. 22. 


Norrs. {| Bh. 22. 26b; SD. 131; Hem. Kavyan. 7, p. 314; Rasaratn. 
66a. Cf. Lévi, p. 80. 
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57 (P. 36b’; H. 34a*). 
nihsadhvasatvam pragalbhyam. 
‘Courage (pragalbhya= pragalbhata) is the quality of not 
becoming agitated.’ 


Com. Ex.: tatha virida°, stanza by Dhanika [tr. Lévi, p. 80]. 


Notes. {| Bh. 22. 29a; SD. 133; Hem. Kavyan. 7, p. 316; Rasaratn. 
67a. Cf. Lévi, p. 80. 


RBen (Cha 36 Disab 34.a5)2 
audaryam praSrayah sada. 
‘Dignity (audarya) is courteous bearing at all times.’ 


Com, Esos Hala 2263, Riatn. 2) 10; p55. 


Notes. || Bh. 22. 29b; SD. 134; Hem. Kavyan. 7, p. 315; Rasaratn. 
67a. Cf. Lévi, p. 80. 


59. (P.37a;5 H34b): 
capalavihata dhairyam cidvrttir avikatthana. 
‘Self-control (dhairya) is a state of mind not affected by 


inconstancy and free from boastfulness.’ 


Com. Ex.: Malatim. 2. 2, p. 62. 


Notes. || Bh. 22. 28; SD. 135; Hem. Kavyan. 7, p. 315; Pratapar. 4. 56; 
Rasaratn. 67b. Cf. Lévi, p. 80. 


60> (EP 37.0 +852). 
priyanukaranam lila madhurangavicestitaih. 


‘Sportiveness (ila) is the imitation of a lover in the 
actions of a fair-limbed [maiden].’ 


Com. Ex.: taha dittham taha bhan°, stanza by Dhanika; tenoditam 
vad° [unidentified quotation]. 


Notes. f{ Bh. 22. 14; SD. 136; AP. 340. 3b; Sarasv. 5. 340 (ed. B. p. 
307) ; Hem. Kavyan. 7, p. 311; Rasatar. 6, p. 58; Pratapar. 4. 57; Rasaratn. 
68; Bhasabhitsana 27a. Cf. Lévi, p. 81. 


—2. 64 | BOOK TWO 63 


Sieere.soas Laes-b): 
tatkaliko visSesas tu vilaso *ngakriyadisu. 

‘Delight (wildsa) is an immediate change in appearance, 
actions, and the like [at the sight of the beloved, etc.].’ 

Com. Ex.: Malatim. 1. 20, p. 32. 

Notes. °kriyaddisu H, V, P; °kriyoktisu Hall p. 38.— The words in 
brackets in the translation are justified by Dhanika’s commentary. 

|] Bh. 22. 15; SD. 137; AP. 340. 4a; Sarasv. 5. 341 (ed. B. p. 307) ; Hem. 


Kavyan. 7, p. 311, (313); Rasatar. 6, p. 58; Pratapar. 4. 59; Rasaratn. 60; 
Bhasabhisana 28a. Cf. Lévi, p. 81. 


Ogg(r.38b; H. 36a). 
akalparacana ‘Ipa ’pi vicchittih kantiposakrt. 
‘Tastefulness (vicchitti) is an arrangement, though 
slight, of adornment so as to increase loveliness.’ 


Com. Ex.: Kumarasambhava 7. 17. 


Notes. |{ Bh. 22. 16; SD. 138; Sarasv. 5. 342 (ed. B. p. 307); Hem. 
Kavyan. 7, p. 311; Rasatar. 6, p. 58; Pratapar. 4. 58; Rasaratn. 70a; 
Bhasabhisana 29a. Cf. Lévi, p. 81. 


Bae 30a; H. 30b)- 
vibhramas tvaraya kale bhiisasthanaviparyayah. 
‘Confusion (vibhrama) consists in misplacing ornaments 
in haste on some occasion.’ 


Com. Ex.: abhyudgate §Sasini pesa° [unidentified stanza]; Spr. 6576, 
stanza by Dhanika [quoted, with one variation, at SD. 143]. 


Notes. || Bh. 22. 17; SD. 143; Sarasv. 5. 343 (ed. B. p. 307); Hem. 
Kavyan. 7, p. 312; Rasatar. 6, p. 58; Pratapar. 4. 59; Rasaratn. 74; Bhasa- 
bhisana 29b. Cf. Lévi, p. 81. 


Bagecr. 390b; H. 37a). 
krodhasruharsabhityadeh samkarah kilakificitam. 


‘Hysterical Mood (hkilakiicita) is a combination of 
anger, weeping, joy, fear, and the like.’ 
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Com. Ex.: ratikrida°, stanza by Dhanika [tr. Lévi, p. 81]. 


Notes. || Bh. 22. 18; SD. 140; AP. 340. 4b; Sarasv. 5. 344 (ed. B. p. 
307) ; Hem. Kavy4n. 7, p. 312; Rasatar. 6, p. 58; Pratapar. 4. 60; Rasaratn, 
71; Bhasabhisana goa. Cf. Lévi, p. 81. 


65% ‘CPe40ay He37 bi). 
mottayitam tu tadbhavabhavanestakathadisu. 


‘Manifestation of Affection (mottayita) is being 
absorbed in thought of him [i. e. one’s lover] at a mention of 
him or the like.’ 

Com. Ex.: Padmagupta, Navasahasankacarita 6. 42 [tr. Lévi, p. 82]; 
matah kam hrd° [unidentified stanza]; smaradavathu’, stanza by Dhanika. 


Notes. [| Bh. 22. 19; SD. 141; Sarasv. 5. 345 (ed. B. p. 307); Hem. 
Kavyan. 7, p. 312; Rasatar. 6, p. 58; Pratapar. 4. 61; Rasaratn. 72; Bhasa- 
bhisana 32. Cf. Lévi, p. 82. 


66 (P. 40b; H. 38a). 
sananda ’ntah kuttamitam kupyet kesadharagrahe. 


‘Pretended Anger (kuttamita) [is said to exist when 
a maiden], although inwardly filled with joy, is angry at [her 
lover’s] touching her hair or her lip.’ 


Com. Ex.: nandipad® [unidentified stanza, tr. Lévi, p. 82]. 


Notes. Bh. 22. 20; SD. 142; Sarasv. 5. 346 (ed. B. p. 307); Hem. 
KaAavyan. 7, p. 313; Rasatar. 6, p. 58; Pratapar. 4. 62; Rasaratn. 73; Bhasa- 
bhisana 30b. Cf. Lévi, p. 82. 


67) (Fa Ata 28h): 
garvabhimanad iste ’pi bibboko ’nadarakriya. 
‘Affected Indifference (bibboka) is neglectful be- 


havior, even toward one that is loved, because of haughtiness 
due to pride.’ 


Com. Ex.: savydjam tilaka@°, stanza by Dhanika. 

Notes. Owing to dialectic preference for v, this quality is called 
vivvoka in SD.. 

{| Bh. 22. 21; SD. 139; AP. 340. 5a; Sarasv. 5. 347 (ed. B. p. 308) ; Hem. 
Kavyan. 7, p. 312; Rasatar. 6, p. 58; Pratapar. 4. 63; Rasaratn. 70b; Bhasa- 
bhiisana 31. Cf. Lévi, p. 82. 
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68 (P.41b; H. 39a). 
sukumarangavinyaso masrno lalitam bhavet. 
‘Lolling (Jalita) is a graceful pose of one of fair form.’ 


Com. Ex.: sabhribhangam kara°, stanza by Dhanika. 


Notes. || Bh. 22. 22; SD. 144; AP. 340. 5a; Sarasv. 5. 348 (ed. B. p. 
308) ; Hem. Kavyan. 7,'p. 313; Rasatar. 6, p. 58; Pratapar. 4. 64; Rasaratn. 
75a; Bhasabhisana 28b. Cf. Lévi, p, 82. ‘ 


Gamtt 42a; H. 39b). 
praptakalam na yad briyad vridaya vihrtam hi tat. 


“Bashfulness (vihrta) is not speaking, because of mod- 
esty, [even] when there is an opportunity.’ 

Com. Ex.: Amaru 136 (ed. Bombay, 18890, p. 80) = Subhasitavali 
1377 = Sarng. 3463 [tr. Lévi, p. 83]. 

Notes. This is called wikrta in SD., which defines: vaktavyakdle 
*py avaco vridayd vikrtam matam. 

i Bh. 22. 23; SD. 146; Sarasv. 5. 349 (ed. B. p. 308); Hem. Kavy4n. 
7, Pp. 313; Rasatar. 6, p. 59; Pratapar. 4. 67; Rasaratn. 76a; Bhasabhisana 
27. Cf. Lévi, p. 82. 


ASSISTANTS OF THE HERO WHEN A KING 
nome... 42d: HH. 40a); 
mantri svam vobhayam va ’pi sakha tasyarthacintane. 


‘A minister (mantrin), [or the Hero] himself, or both 
[together] are his [i. e. the Hero’s] assistants in deliberations 
on affairs of state.’ 

Notes. This section is criticized by ViSvanatha,-SD. 80, com., on the 
ground that it belongs rather to a treatment of the means of handling 
affairs of state than to an account of assistants in that task; and that, 
furthermore, the mere statement ‘The minister is the assistant in delibera- 
tions on affairs of state’ would have sufficed to show the participation of 


the hero. 
|| Bh. 24. 70b, 71a; SD. 80. 


gee ..43a; H. 40b). 
mantrina lalitah Sesa mantrisvayattasiddhayah. 
6 
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‘A Hero [of the kind known as] light-hearted has his affairs 
attended to by a minister; the other [kinds of Hero], by their 
ministers and themselves,’ 


Nores. This section is criticized by Visvanitha, SD, #0, com,, on the 
ground that, from the mere characterization of the ‘light-hearted’ hero, 
it is clear that he leaves his affairs of state entirely to his minister, And, 
if that is the case, the minister is not an assistant in these affairs at all, 
since he has complete charge of them, 


7a (P,43b: H, 41a). 
rtvikpurohitau dharme tapasvibrahmavAdinah, 

‘In his religious duties [the assistants of the Hero are| his 
chaplain (rtvij), his domestic priest (purohita), ascetics (tapas- 
vin), and expounders of sacred lore (brahmavadin),’ 

Nores. [| SD, &3. 


73 (P. 44a; H. 4rb), 
suhrtkumaratavika dande simantasainikah, 
‘In the matter of [inflicting] punishment [the assistants of 


the Hero are] his friends, princes, foresters, officers, and 
soldiers,’ 


Norges, || SD, 82. 


74 (P. 44b, 45a; H, 42). 


antahpure varsavarah kiraté mikavamandh 
mlecchabhirasgakaradyah svasvakiryopayoginah. 


‘In the harem [the assistants of the Hero are] eunuchs, moun 
taineers, mutes, dwarfs, barbarians, cowherds, the brother of 
a concubine (fakdra), and such persons—each being charged 
with his own particular task,’ 


Norges, || SD, 81, 
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GROUPING OF CHARACTERS ACCORDING TO RANK 


75 (P.45b, 46a; H. 43a, b). 
jyesthamadhyadhamatvena sarvesam ca tririipata 
taratamyad yathoktanam gunanam cottamadita. 

“All [these characters are divided into] three groups, higher, 
middling, and lower; and their relative supremacy [is deter- 
mined] by their possession of the aforementioned qualities in 
different degrees.’ 

Norges. || Bh.-24. 2b, 86; SD. 84, 85. Cf. Lévi, p. 121-122. 


eGeatP. 46b; H..43¢). 
evam natye vidhatavyo nayakah saparicchadah. 


‘In such manner are the Hero and his attendants to be repre- 
sented in a drama.’ 


Notes. saparicchadah H, V, P; saparigrahah Hall p. 38. 


THe Gay STYLE oF PROCEDURE 


77 (P. 47; H. 44a, b). 
tadvyaparatmika vrtti§ caturdha tatra kaisiki 
gitanrtyavilasadyair mrduh srngaracestitaih. 


‘The Style of Procedure which is based on his fi. e. the 
Hero’s| conduct is of four kinds. Of these [four Styles of 
Procedure] the Gay Style (kaisiki) is delightful through 
its outward expressions of love, [such as] song, dance, coquetry, 
and the like.’ 

Norres. On the character and legendary origin of the Styles of Pro- 
cedure see Lévi, p. 87-89. The four Styles are: kaisiki (2.77), sdttvati (2. 
83), drabhati (2. 88), and bharati (3. 5). 

| Bh. 6. 25; (18. 4, 5); 20. 45; SD. 410, 411 a-d; Rudr. Srng. 1. 19; 3. 
52-54; AP. 330. 5; Sarasv. 2. 64-66a (ed. B. 2. 34-364); 5. 733 (ed. B. 5. 
194, p. 378); Pratapar. 2. 15a. Cf. Lévi, p. 8. 
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PRC, Am Bae kt, Ad Olt 
narmatatsphirjatatsphotatadgarbhaig caturangika. 


‘{The Gay Style is] of four varieties: Pleasantry (narman), 
Outburst of Affection (narma-sphiirja), Disclosure of Affec- 
tion (narma-sphota), and Development of Affection (narma- 
garbha).’ 

Notes. °sphirja® (sphatija, sphifija), with reference to these readings 


see section 80, notes. 
H Bh. 20, 46; SD. 411 e, f; Sarasv. 5. 746 (ed, B. p. 380). 


79 (P. 48b-50; H. 45, 46). 


vaidagdhyakriditam narma priyopacchandanatmakam 
hasyenaiva saSrngarabhayena vihitam tridha 
atmopaksepasambhogamanaih $rngary api tridha 
§uddham angam bhayam dvedha tredha vagvesacestitaih 
sarvam sahasyam ity evam narmastadaSadhoditam. 


‘Pleasantry (narman) is clever jesting that serves to con- 
ciliate the beloved. It is of three kinds, according as it is done 
merely in fun, or through love, or through fear. [Pleasantry] 
connected with love is of three kinds also, [being caused] by 
an allusion to oneself, by [manifestation of a desire for] enjoy- 
ment, or by [show of] jealousy. [Pleasantry connected with] 
fear is twofold, either pure or subordinated [to some other senti- 
ment]. The comic element as a whole is [furthermore] of three 
kinds, that of words, that of costumes, and that of action. Con- 
sequently Pleasantry is said to be eighteen fold.’ 

Com. Ex.: Kumarasambhava 7. 19 (Pleasantry in words) ; the incident 
of the vidigaka and Sekharaka in Nagin. (Pleasantry in costume); in 
Milav., the scene where Nipuniké drops a stick upon the awakening 
vidigaka, who takes it to be a snake (Pleasantry in action) ; madhyahnam 
gama® [unidentified stanza] (Pleasantry connected with love, allusion to 
oneself) ; Hala 130 (manifestation of desire for pleasure) ; Magha 11. 33 
(show of jealousy); Ratn. 2, p. 46 [with variations] (Pleasantry con- 
nected with fear); abhivyaktalikah sakala°®, stanza by Dhanika [quoted 
also at DR. 4, 69] (Pleasantry connected with fear subordinate to love). 
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Notes. This navman must not be confused with the term narman, 
‘Joke,’ defined at 1. 57. 

Il Bh, 20. 47, 48; SD. 412; Sarasv. 5. 747 (ed. B. p. 380). Cf. Lévi, p. 
80-00. 


Somer, S18; i. 478). 
narmasphirjah sukharambho bhayanto navasamgame. 


‘Outburst of Affection (narmasphiirja) at the first 
meeting [of lovers] is characterized by happiness at the begin- 
ning, [but] ends in fear.’ 


Com. Ex.: Malav. 4. 13-++, p. 78 [the stanza = Spr. 6234]. 


Nores. narmasphirjah, correct reading adopted on the authority of 
BR. 5. 1537 (s. v.); 7. 1360 (s. v. sphafija) ; 7. 1372 (s. v. sphitija: ‘ wohl 
nur fehlerhaft fiir sphirja’); narmasphiijah H, V, P; narmasphanjah 
Hall p. 38, p. 21 note 3 (Bh., ed. Sivadatta and Parab, 20. 48, 51, has 
narmaspufija; Bh., ed. Hall, 20. 46, 49, narmasphafija; SD. 411, 413, narma- 
sphiirjja; Sarasv. 5. 746, 748, narmasphija). 

W Bh. 20. 49; SD. 413; Sarasv. 5. 748 (ed. B. p. 380). Cf. Lévi, p. 90. 


Breer. St b; H. 47b). 
narmasphotas tu bhavanam siicito ’lparaso lavaih. 


‘Disclosure of Affection (narmasphota) is moderate 
sentiment indicated by slight expressions of the feelings.’ 

Com. Ex.: MAlatim. 1. 20, p. 22. 

Notes. The word Java, here translated ‘slight expression,’ means liter- 


ally ‘ particle.’ 
] Bh. 20. 50; SD. 414; Sarasv. 5. 749 (ed. B. p. 380). Cf. Lévi, p. 90. 


Soeece. 52: Hi. 48), 


channanetrapraticaro narmagarbho ’rthahetave 
angaih sahasyanirhasyair ebhir esa ’tra kaiSiki. 


‘Development of Affection (narmagarbha) is the 
coming up of the hidden Hero for the attainment of his 
purpose.— These are the comic and non-comic varieties of the 
Gay Style.’ 
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Com. Ex.: Amaru 18= Spr. 2937 [quoted also at DR. 2. 31]; as in 
the case of the appearance of Vatsaraja himself in place of Susamgata 
[error! it is Manorama] dressed up as Vatsaraja, in the play within a play 
in the drama Priyadarsika. 


Notes. The word praticadra is not contained in the smaller Petersburg 
lexicon; I have taken it as an equivalent of prati-cara, ‘approach.’ 
! Bh. 20. 51; SD. 415; Sarasv. 5. 750 (ed. B. p. 380). Cf. Lévi, p. 90. 


THE GRANDIOSE STYLE OF PROCEDURE 


83 (P. 53; H. 49). 
visoka sattvati sattvaSauryatyagadayarjavaih 
samlapotthapakav asyam samghatyah parivartakah. 


‘The Grandiose Style. (sattvatt) us iree. fromyoner 
[and is characterized] by [examples of] virtue, courage, self- 
sacrifice, compassion, and uprightness. [The four divisions] 
in it are Discourse (samlapa==samlapaka), Challenge (uttha- 
paka), Breach of Alliance (samghatya), and Change of Action 
(parivartaka).’ 

Notes. °darjavaih, corrected in accordance with SD. 416a; °ajavaih H, 
V, P. The latter reading is probably due to a typographical blunder in 
Hall’s text, copied without change in the later editions of the text. The 
word dGrjava is far more appropriate to the passage than java, the last 
component of the compound in the printed texts. The gloss of the com- 
mentary, harsa, does not explain either word. 

{| Bh. 20. 37-40; SD. 416a-d; Rudr. Srng. 3. 63, 64; Sarasv. 2. 67b (ed. 
B. 2. 37 b); 5. 734 (ed. B. 5. 195, p. 378) ; Pratapar. 2.16b. Cf. Lévi, p. ot. 


84° (P. 542; H. Soa), 
samlapako gabhiroktir nanabhavarasa mithah. 
‘Discourse (samlapaka) is mutual talk of a serious nature, 
expressing various feelings and sentiments.’ 


Com. Ex.: Mahavira. 2, p. 72-74. 


Notes. °rasa mithah H, V, P; °rasdtmakah Hall p. 38. The former 
reading is clearly preferable. 
[| Bh. 20. 43; SD. 418; Sarasv. 5. 753 (ed. B. p. 381). Cf. Lévi, p. 92. 
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85 (P.54b; H. 5ob). 
-utthapakas tu yatradau yuddhayotthapayet param. 
‘Challenge (utthapaka) is [a situation] in which, at the 
outset, one challenges another to combat.’ 


Com. Ex.: Mahavira. 5. 49, p. 209 of the supplement. 


Notes. {[Bh. 20. 41; SD. 416e; Sarasv. 5. 751 (ed. B. p. 381). Cf. 
Lévi, p. 91. 


86 (P. 55a; H. 51a). 
mantrarthadaivasaktyadeh samghatyah samghabhedanam. 


‘Breach of Alliance (samghdatya) is a violation of alli- 
ance under the influence of advice, gain, fate, or the like.’ 
Com. As in the Mudraraksasa (under the influence of advice and of 


desire for gain); as in [stories based on] the Ramayana (under the 
influence of fate). 


Notes. This is called sanghatya and sanghataka in Bh.; samhdatya in 
SD. In Sarasy. the term appears in the form samghatyaka. 
{| Bh. 20. 44; SD. 417; Sarasv. 5. 754 (ed. B. p. 381). Cf. Lévi, p. o1. 


Byer. 55.b> Hosrb): 
prarabdhotthanakaryanyakaranat parivartakah. 
‘Change of Action (parivartaka) [arises] from doing 
something else than the thing whose development is already 
begun.’ 


Com. Ex.: Mahavira. 2. 37+, p. 76. 
Notes. {| Bh. 20. 42; SD. 419; Sarasv. 5. 752 (ed. B. p. 381). Cf. Lévi, 
p. OI. 


Tue HorriFic STYLE OF PROCEDURE 
88 (P. 56, 57a; H. 52). 
ebhir angaig caturdheyam sattvaty arabhati punah 
mayendrajalasamgramakrodhodbhrantadicestitaih 
samksiptika syat sampheto vastutthanavapatane. 
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“Because of these divisions [just mentioned] the Grandiose 
Style is fourfold. —The Horrific Style (drabhati), on 
the other hand, [consists of] deeds of magic, conjuration, con- 
flict, rage, frenzy, and the like. [Its four subdivisions are] Com- 
pression (samksiptikd=samksipti), Conflict (sampheta), Pro- 
duction of a Matter (vastitthana=vastitthapana), and Tumul- 
tuous Disturbance (avapdtana = avapata).’ 

Notes. || Bh. 20. 53-55; SD. 420a-d; Rudr. Srng. 3. 58, 59; AP. 330. 


10 b, cs satrasy. 2, 00 b) (ed, By 2, 36b)5 5, 7320 (eds 8. 5.103) wise 
Pratapar, 2, 15'b. Ci, Leéyz, p, 92, 


89 (P. 57b, 58a; H. 53). 
samksiptavasturacana samksiptih silpayogatah 
purvanetrnivrttya ‘nye netrantaraparigraham. 
‘Compression (samksipti) is arranging a matter con- 


cisely by an artful device; others [take it to be] the substitution 
of another [secondary] hero on the withdrawal of a previous one.’ 


Com. Ex.: Mahavira. 4. 22, p. 147 [quoted also at DR. 2. 6]. 


Notes. °parigraham, corrected in accordance with the commentary 
(°parigraham anye samksiptikam manyante) ; °parigrahah H, V, P. 
{] Bh. 20. 56; SD. 422; Sarasv. 5. 743 (ed. B. p. 379). Cf. Lévi, p. 92. 


90. (P88: HH. cag). 


samphetas tu samaghatah kruddhasamrabdhayor dvayoh. 


‘Conflict (sampheta) is an encounter of two angry and 
excited persons.’ 


Com. As the encounter between Madhava and Aghoraghanta in the 
Malatimadhava, and between Indrajit and Laksmana in plots based on the 
Ramayana. 

Notes. {|Bh. 20. 59; SD. 421; Sarasv. 5. 746 (ed. B. p. 380). Cf. 
Lévi, p. 93. 


gt (P. 59a; H. 54b). 
mayadyutthapitam vastu vastiitthapanam isyate. 


‘Production of a Matter (vastitthapana) is the name 
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given to [a case where] a matter [is] produced by magic or the 
like.’ 

Com. Ex.: jiyante jayi°, stanza from the Udattaraghava of Mayuraja 
[a drama apparently not extant; the lines are quoted also at SD. 420]. 


Notes. |] Bh. 20. 58; SD. 420 e; Sarasv. 5. 745 (ed. B. p. 380). Cf. Lévi, 
p. 92. 


92 (P.59b; H. 54c). 
avapatas tu niskramapraveSatrasavidravaih. 
‘Tumultuous Disturbance (avapdata) [is character- 
ized] by exits and entrances, terror and flight.’ 


Com. Ex.: Ratn, 2. 2, p. 29; 2. 3, p. 29 [quoted.also at DR. 4. 86]; the 
tumult in the attack on Vindhyaketu in the first act of the Priyadarsika. 


Notes, || Bh. 20. 57; SD. 423; Sarasv. 5. 744 (ed. B. p. 379). Cf. Lévi, 
Pp. 93. : 
Oa atb.i60 a*s\ H..55.a7). 

ebhir angais caturdheyam. 


“Because of these divisions this [Horrific Style] is fourfold.’ 


OTHER STYLES OF PROCEDURE 
Geer. 00 4°,b, 61; H: 55 a”, b, 56). 


narthavrttir atah para 
caturthi bharati sa ’pi vacya natakalaksane 
kaigikim sattvatim carthavrttim drabhatim iti 
pathantah paficamim vrttim Audbhatah pratijanate. 


‘There is no other Style of Procedure than these [three]. 
The fourth Style is the Eloquent Style (bharati). That, how- 
ever, will be spoken of in describing the Nataka. The followers 
of Udbhata, when mentioning the Gay, the Grandiose, and the 
Horrific Style of Procedure [in addition to the Eloquent Style], 
recognize [also] a fifth Style.’ 


Notes. The bhdrati, which differs from the other Styles in that it 
consists chiefly of declamation as distinguished from action, is defined at 
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3. 5. —On the rhetorician Udbhata (fl. c. 800 A. D.) see Jacob, ‘ Notes on 
Alankara Literature,’ JRAS. 1897, p. 286-287, 829-847. 
[| See the parallel passages listed at 2. 77 and 3. 5. Cf. Lévi, p. 93. 


EMPLOYMENT OF THE STYLES OF PROCEDURE 


95 (P. 62; H. 57). 
Srngare kaisiki vire sattvaty arabhati punah 
rase raudre ca bibhatse vrttih sarvatra bharati. 


“The Gay Style [is to be used] in [expressing] the Erotic 
Sentiment; the Grandiose Style in [expressing] the Heroic 
Sentiment; the Horrific Style, on the other hand, in [express- 
ing] the Furious and Odious Sentiments; the Eloquent Style 
everywhere.’ 

Notes. The word ca in the second line connects raudre and bibhatse, 
a second ca after the latter word being omitted, as is occasionally the case 
(cf. for example Manavadharmasastra 3. 20; 9. 322).— Mitra (SD. tr. p. 
219) mistranslates SD. 410, which is identical with this section of DR. 

According to Bh., each of the Styles may be employed in connection 
with three of the Sentiments: the Gay Style in the Comic, Erotic and 
Pathetic; the Grandiose Style in the Heroic, Furious, and Marvelous; 
the Horrific Style in the Terrible, Odious, and Furious; the Eloquent 


Style in the Heroic, Furious, and Marvelous. (On these Sentiments see 


DR. 4. 56-57, 79-87.) 
[| Bh. 20. 61, 62; SD. 410 a, b. 


LocAL CHARACTERISTICS OF A DRAMA 
96 (P2635 e 5air 


deSabhasakriyavesalaksanah syuh pravrttayah 
lokad evavagamyaita yathaucityam prayojayet. 


“Actions are to be characterized by the language, gesture, and 
costume of a [special] region; [the dramatist] is to employ these 
suitably, taking them from common life.’ 

Notes. evadvagamy® H, P; evaégamy° V (merely a haplographic mis- 
print) ; for the verbal prefix ava-, the variants adhi-, upa-, and anu- also 


occur, Hall p. 38. 
|] Bh. 17. 63 b. 
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LANGUAGE OF THE VARIOUS CHARACTERS 


97 (P. 64; H. 59). 
pathyam tu samskrtam nrnam anicanam krtatmanam 
lingininam mahadevya mantrijaveSyayoh kva cit. 


‘Sanskrit is to be spoken by men that are not of low rank, 
by devotees, and in some cases by female ascetics, by the chief 
queen, by daughters of ministers, and by courtezans.’ 


Notes. || Bh. 17. 31, 37, 40, 41; SD. 432a, r, s. Cf. Lévi, p. 130. 


98 (P. 65a; H. 60a). 
strinam tu prakrtam prayah Sauraseny adhamesu ca. 


‘Prakrit is generally [to be the language] of women, and 
Sauraseni in the case of male characters of low rank.’ 

Notes. fauraseny Hall p. 38; sauraseny Hall p. 38, P; Saraseny H, V. 
(In using the list of readings given by Hall on pages 38 and 39, it is neces- 
sary to bear in mind that he always records variants in their pause-form, 
without regard to the context.) 

|| Bh. 17. 35, 36, 51b; SD. 432b, m, n, 0. Cf. Pischel, Grammatik der 
Prakrit-Sprachen, p. 20-21; Lévi, p. 130. 


99 (P. 65b, 66; H. 60b, 61). 


pisacatyantanicadau paisacam magadham tatha 
yaddeSam nicapatram yat taddesam tasya bhasitam 
karyatag cottamadinam karyo bhasavyatikramah. 


“In like manner Pisacas, very low persons, and the like are to 
speak PaiSaci and Magadhi. Of whatever region an 
inferior character may be, of that region is his language to be. 
For a special purpose the language of the highest and subse- 
quent characters may be changed.’ 

Notes. An interesting example of change of language is found in the 
second act of the Mudraraksasa, where Viradhagupta, in his disguise as 


a snake-charmer, speaks Prakrit, reverting to the usual Sanskrit in asides. 
[| Bh. 17. 50a; SD. 432d, 1, t, u. Cf. Lévi, p. 130-131. 
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PRESCRIBED MopEs oF ADDRESS 
too 6(P. 67; H. 62). 


bhagavanto varair vacya vidvaddevarsilinginah 
vipramatyagrajas carya natisitrabhrtau mithah. 


‘Learned men, divine sages, and ascetics are to be addressed 
by the best persons as “blessed one” (bhagavant); Brahmans, 
ministers, and elder brothers [are to be addressed as] “sir” 
(arya), and the chief actress and the Stage-manager (sitrabhrt) 
mutually [also employ this mode of address].’ 


Notes; || Bh. 17. 82b; SD. 431j, d, f. Cf. Lévi, p. 120. 


Z0T ( F, 6G. E163). 
rathi siitena cdyusman piijyaih sisyatmajanujah 
vatseti tatah piijyo "pi sugrhitabhidhas tu taih. 

‘A chariot-rider [is to be called] by his charioteer “ long-lived 
one” (dyusmant) ; a pupil, a son, or a younger brother [is to be 
called] by venerable persons “ child” (vatsa) ; a venerable person 
[is to bé called] by these “ father” (tata) or “thou of auspicious 
name” (sugrhitabhidha).’ 

Com. The term tata may also be used by a venerable person in ad- 
dressing a pupil, a son, or a younger brother. 

Nores: |{Bh. 17. 74a, 77; SD. 4311, m,n. Cf. Lévi, p. 129. 


102 (P. 69a; H. 64a). 
bhavo ’nugena siitri ca marsety etena so ’pi ca. 


‘The Stage-manager (sitrin) [is to be called] ‘‘ respected sir” 
(bhava) by his assistant, and the latter [is to be called] “ worthy 
friend” (mdrsa) by the former.’ 

Notes. For marsa SD. has marisa. See also DR. 3. 8 and the notes 


on that section. 
Il Bh. 17. 73; SD. 431g, h. Cf. Lévi, p. 380. 
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103 (P. 69b, 7oa; H. 64b, 65a). 


devah svami ’ti nrpatir bhrtyair bhatteti cadhamaih 
amantraniyah pativaj jyesthamadhyadhamaih striyah. 


“A king [is to be called] “lord” (deva) or “sire” (svamin) 
by his servants, and “master” (bhatta) by inferior persons. 
Women are to be addressed by the highest, middling, and lowest 
persons like their husbands.’ 


NorEs. {| Bh. 17.70; SD. 431 a, v. Cf. Lévi, p. 120. 


foe P.-70b, 71; H. 65 b,-66): 


sama haleti presya ca hafije veSya ’jjuka tatha 
kuttiny ambety anugataih piijjya va jarati janaih 
vidiisakena bhavati rajfi ceti ’ti Sabdyate. 


‘TAmong the women] an equal [is to be addressed with the 
word] “friend!” (hala); a serving-maid, [with the word] 
“servant!” (hafije); a courtezan [is to be called] “ mistress” 
(ajjuka). A bawd [is to be called] “madam” (amba) by her 
followers, and an honorable old woman [is also to be called 
“madam ”] by [all] persons. The queen, [as also] her servant 
(ceti), is addressed as “lady” (bhavati) by the jester (vidiisaka) ’ 

Notes. veSyajjuka H, V, P; vesyarjaka Hall p. 38.—Line 2 as above 
H, V, P; kuttiny anugataih pijya ambeti yuvati janaih (observe the 
hiatus!) Hall p. 38.—rajni H, V, P; rajna Hall p. 38.— The word iti in 
the last line has been forced from the expected position after bhavati by 


the requirements of the meter. 
Weiet7. Sia, 85a, 09, 600; SD, 431 w, x, k Ci. Levi, p. 1209. 


CONCLUSION OF THE SECOND Book 
foe CL, 72;.H. 67). 

cestagunodahrtisattvabhavan 

aSesato netrdasavibhinnan 

ko vaktum iso Bharato na yo va 

yo va na devah gasikhandamaulih. 
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‘Who but Bharata or the crescent-crested god [Siva] is able 
to enumerate without omission [all] the varieties of action, the 
qualities, the utterances, and the Involuntary States (sattva- 
bhava) that are inseparable from (a-vibhinna) the ten varieties 
of leading character?’ 

Com. The idea is, the present work is merely an outline of these 


subjects. 


Notes. The word netrdasa I take to refer to four varieties of hero 
(see 2. 2) and six varieties of heroine (three mentioned in 2. 25; two in 
2. 32; and the last in 2, 33). — Meter: upajati. 


BOOK THREE 


THE NATAKA AS THE TYPICAL VARIETY OF DRAMA 
ee. t; 1. -1). 


prakrtitvad athanyesam bhiyo rasaparigrahat 
samptrnalaksanatvac ca purvam natakam ucyate. 


“The Nataka is spoken of first, because of its being the 
type of all [the varieties of drama], furthermore because of its 
comprising [all] the Sentiments (vasa), and [also] because of 
the fact that it fulfils the definitions [to be given] ’ 

Notes. Sections 1-43 of Book 3 are concerned with various aspects of 
the nataka, or ‘play’ par excellence —the typical variety of Hindu dra- 
matic composition and the one that best exemplifies the rules laid down 
for such works. The other varieties of drama are then briefly defined (in 
sections 44-64), chiefly by the enumeration of their points of divergence 


from the nataka. (Cf., for example, the phrase fesam ndatakavat, 3. 44d.) 
For a brief definition of the ndtaka see SD. 277; Pratapar. 3. 32, 33. 


THE BEGINNING OF A PLAy 
mee..2* H.°2). 


purvarangam vidhayadau sutradhare vinirgate 
pravisya tadvad aparah kavyam asthapayen natah. 


‘When the Stage-manager (sitradhara) has gone out after 
disposing of the Preliminaries (pirvaranga) at the beginning 
[of the play], another actor, entering in like manner, shall intro- 
duce the drama.’ 


Com... . ‘entering in like manner,’ that is, with Visnu-like stride, etc. 
[cf. Bh. 5. 165a]. From his function of introducing (sthapana) and in- 
dicating what is to come, he is called Introducer (sthapaka). 

Notes. The word parvaranga is the technical name for the ceremonies 
preliminary to a dramatic performance, which are described in detail at 


79 
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Bh. 5. 1-175. — No mention is made of the sthdpaka in most of the known 
plays; he is found in action, however, in the Karptramafijari (1. 12°). 
See the edition of Konow and Lanman, Cambridge, Mass., 1901, p. 1096. 

Bh. §. 163, 164; SD, 283 a, b; cf. AP, 337. 8. Cf. Lévi, p. 135, 376 


3 (P.3; H. 3). 


divyamartye sa tadriipo migram anyataras tayoh 
sticayed vastu bijam va mukham patram athapi va. 


‘{A play] dealing with gods or one dealing with mortals [he 
shall introduce] in that form [i.e. divine or human, respectively] ; 
[a play whose characters are gods and mortals] commingled, 
[he shall introduce] as either of these. He shall allude to the 
Subject-matter (vastu), or the Germ (bija), or the Opening 
(mukha), or to one of the characters (pdtra).’ 

Com. Ex.: ramo mardhni nidha°, stanza from the Udattaraghava of 
Mayuraja [a drama apparently not extant] (allusion to the subject- 
matter) ; Ratn. 1. 6, p. 4==Spr. 3026 [quoted also at DR. 1. 39 and 3. 10] 
(allusion to the Germ); dsddita® [unidentified stanza from a drama, 
quoted also at DR. 3. 11 and SD. 283; tr. Lévi, p. 139] (allusion to the 


Opening) ; Sakuntala 1. 5, p. 14 [quoted in part also at DR. 3. 12] (allu- 
sion to a character), 


Notes. || Bh. 5. 169, 170; SD, 283¢, d. Cf. Lévi, p. 379. 


4 (P.4; H. 4). 
rangam prasadya madhuraih Slokaih kavyarthasticakaih 
rtum kam cid upadaya bharatim vrttim aérayet. 


‘After propitiating the audience with pleasing verses that hint 
at the subject of the composition, he shall use the Eloquent Style 
(bharati) in describing some season,’ 


Com, Ex.: Ratn. 1. 2, p. 1 [quoted also at Kavyapradipa 7, p. 315] 

Norges. The first line of this section refers to the ndndi, a benediction 
consisting of one or more stanzas, with which a play opens. No special 
prescriptions regarding the ndndi are given in DR.; see Bh. 5. 106-111; 
SD. 282; Prataipar. 3. 34.— This section is quoted at Pratapar. 3. 35, p. 124. 

[| Bh. 5. 167; SD. 284; Pratapar. 3, 35, p. 124. Cf. Lévi, p. 137; pt. 2, 
p. 27. 
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THE ELOQUENT STYLE 


5 (P.5; H.5). 
bharati samskrtaprayo vagvyaparo nataSrayah 
bhedaih prarocanayuktair vithiprahasanamukhaih. 


‘The Eloquent Style (bharati) is a manner of speaking, 
chiefly in Sanskrit, employed by actors (mata) [i. e. not by ac- 
tresses], which has as varieties, in addition to the Laudation 
(prarocanad), the Vithi, the Prahasana, and the Introduction 
(amukha).’ 


Norges, AP. has the statement striyukta prakrtoktita, ‘when used by 
women it is in Prakrit..— On the Styles of Procedure see DR. 2. 77, 83, 


88, 094, 95. 

{| Bh. 20. 25; SD. 285, 286a; Rudr. Srng. 3. 69, 70; AP. 339. 6, 7; 
Sarasy. 2. 67a (ed. B. 2. 37a); 8. 731 (ed. B. 5. 102, p. 378); Pratapar. 
mega Gl, Levi, p. 03. - 


Sat. 08; H. 6a). 
unmukhikaranam tatra praSamsatah prarocana. 


“Among these [varieties] the Laudation (prarocana) is a 
means of arousing expectancy by means of praise [of the matter 
in hand].’ 

Com. Ex.: Ratn. 1. 5, p. 3 [= Priyadarsika 1. 3, and, with change of 
one word, Nagan. 1, 3]. 


Nores. {| Bh. 20. 27; SD. 286b; AP. 337. 10; Sarasv. 5. 735 (ed. B. p. 
mys lee Cr: Lévi,«p.),037. 


Paere. Ob, 7a; H./6 b,c), 


vithi prahasanam capi svaprasange ’bhidhasyate 
vithyangany a4amukhangatvad ucyante ’traiva tat punah. 


‘The Vithi and the Prahasana also, will be mentioned, [each] 
in its proper connection; the subdivisions of the Vithi, however 
(tat punah), are mentioned at this point because they form sub- 
divisions of the Introduction (dmukha).’ 


7 
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Notes. For the subsidiary parts of the vithi see 3. 13.— DR. seems to 
confuse the vitht and prahasana as varieties of the Eloquent Style with 
the types of drama known by those names (cf. DR. 3. 62; 55-58). See 
Sarasv. 5. 737, 742 (ed. B. p. 378, 379), where these varieties are defined. 

| Bh. 20; 355) Pratapar 35 30a, (Cty levi, ip. 1372 


THE INTRODUCTION AND ITS VARIOUS FORMS 
SiGe. DaS asl veel aca) 2 


siitradharo natim brite marsam va ’tha vidisakam 
svakaryam prastutaksepi citroktya yat tad amukham 
prastavana va. 


‘The Introduction (d@mukha) or Induction (pra- 
stavana@), is that [variety of the Eloquent Style] in which the 
Stage-manager (sitradhdra) addresses an actress (nati) or an 
assistant (mdrsa) or the Jester (vidiisaka) on a matter of his 
own, in bright conversation, hinting at the matter in progress.’ 

Notes. On marsa see DR. 2. 102. In its definition of the Induction 
SD. substitutes the term pariparsvika. — The assignment of a female role 
to an actress (nafz) is substantiated by Karpttiramafijari 1. 12* (see the ed. 
of Konow and Lanman, Cambridge, Mass., 1901, p. 196). 


|| Bh. 20. 28, 29a; SD. 287; AP. 337. 11 b-13a; Sarasv. 5. 736 (ed. B. 
D379) Ge erataparysa2si2o ae Ct bevin paiao, 


9. CP. Sb¥, oa; His a?,b); 


tatra syuh kathodghatah pravrttakam 
prayogatiSayas catha vithyangani trayodaSa. 


“Of this there are [three forms]: the Opening of the Story 
(kathodghata), the Entrance of a Character (pravrttaka), and 


the Particular Presentation (prayogatisaya). The subdivisions 
of the Vithi are thirteen [in number].’ 


Notes. The words vithyangani trayodasa are somewhat out of place 
here. One would expect them to come directly before the enumeration of 
the subdivisions (3. 13), as in AP. 339. 7-9.—SD. mentions five forms 
of Introduction, the udghatyaka (DR. 3. 14) and the avalagita (DR. 3. 15) 
being included here as well as among the subdivisions of the vitht (SD. 
521). Cf. Bh. 20. 30b. 

ll Bh. 20. 29 b, 30 a; SD. 288; AP. 337. 13 b, 14a; 339.76; Pratapar. 3. 26. 
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tom (Fe. Ob, 1025 H- 9). 


Svetivrttasamam vakyam artham va yatra sutrinah 
grhitva praviset patram kathodghato dvidhaiva sah. 


‘The Opening of the Story (kathodghata) [is that 
form of the Induction] in which a character enters taking up 
a remark of the Stage-manager or the meaning [of such a re- 
mark], which corresponds with some incident connected with 
himself. It is of two kinds.’ 


Com. Ex.: Ratn. 1. 6, p. 4=Spr. 3026 [quoted also at DR. I. 39 and 3. 
3] (taking up of a remark) ; Veni. 1. 7, p. 10 [spoken by the stage-manager, 
but here erroneously assigned to Bhima; quoted also at Kavyapradipa 7, 
p. 302] and 1. 8, p. 11 [quoted also at DR. 4. 81] (taking up of the mean- 
ing of a remark). 

Notes. Line 1, as above, H, V, P; wvakyam vakyartham atha va 
prastutam yatra sitrinah Hall p. 39.—The word satrin is used for 
sitradhara because of metrical requirements.— The kathodghata is of 
two kinds, since either the very words of the sétradhara or the purport 
of his remarks may be taken up by the entering character. 

HEE 20 wb 32iaa SD 2005s 3 7r oD, TO ase bratapates.. 27 cr: 
Lévi, p. 138. 


fre (PPro bs; H:104). 
kalasamyasamaksiptapraveSah syat pravrttakam. 


oihes Entrance of a Character (pravrtiaka) is the 
entering of [a person] hinted at by the similarity of [the nature 
of] the season [described].’ 

Com. Ex.: dsadita° [unidentified stanza from a drama, quoted also at 
Dieses 3 and SD) 2835 tr. Levi, p. 130]. 

Notes. This form of Induction is called pravartaka in SD.— On the 
description of a season in the Induction see 3. 4. 

WBie206 se biedaseSD zoe. Ab. 3378 tAib. 15a Pratapaty ouze, Ce. 
Lévi, p. 130. 


farocr. tt: WH. 10 b,c). 


eso ’yam ity upaksepat siitradharaprayogatah 
patrapraveSo yatraisa prayogatiSayo matah. 
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‘Particular Presentation (prayogatiSaya, lit. excess 
of representation) is that [form of the Induction] in which a 
character enters in accordance with a reference [to him] by 
(prayogatas) the Stage-manager (sitradhdra) in the words 
“Here he 1s.”” 

Com. Ex.: Sakuntala 1. 5b, p. 14 [this stanza is quoted in full at 
IDNs Shee 

Notes. || Bh: 20) 32'b, 33'a;) SD! 201; APi7337: 16b,/1745) Pratapanes: 
20 a Cia leviepy 130) 


THE SUBDIVISIONS OF THE VITHI 
pe et epee Ak EE s Ro 
udghatyakavalagite prapaficatrigate chalam 


vakkelyadhibale gandam avasyanditanalike 
asatpralapavyaharamrdavani trayodaSa. 


‘The thirteen [subdivisions of the Vithi are]: Abrupt Dia- 
logue (udghatyaka), Continuance (avalagita), Compliment 
(prapanca), Triple Explanation (trigata), Deception (chala), 
Repartee (vakkeli), Outvying (adhibala), Abrupt Remark 
(ganda), Re-interpretation (avasyandita), Enigma (nélika), 
Incoherent Chatter (asatpralapa), Humorous Speech (vyahdara), 
and Mildness (mrdava).’ 

Notes. The vithi itself is defined at DR. 3. 62. See the notes on 3. 7 


and 3. 9. 
[| Bh. 18. 104, 105; SD. 521; AP. 339. 8, 9; Pratapar. 3. 30b, 31. 


140° (D233 b; 4 ayeliani2), 


gudharthapadaparyayamala praSnottarasya va 
yatranyonyam samalapo dvedhodghatyam tad ucyate. 
‘Abrupt Dialogue (udghatya=vudghatyaka), which is 
of two kinds, is a series of successive words whose meaning is 
hidden, or of questions and answers, where there is mutual con- 
versation.’ 
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Com. Ex.: Vikramorvasi [a passage not located] (first variety) ; 
ka Slaghya guni°, stanza [tr. Lévi, p. 112] from the Pandavananda [a 
drama otherwise unknown] (second variety). 


Nores. || Bh. 18. 106; SD. 289; Pratapar. 3. 32, p. 120. Cf. Lévi, p. 112. 


Pee tA Db, 15a; H. 13). 


yatraikatra samaveSat karyam anyat prasadhyate 
prastute ’nyatra va ’nyat syat tac cavalagitam dvidha. 


‘Continuance (avalagita), which is of two kinds, is that 
[subdivision of the Vithi] in which, on the one hand, a different 
matter is carried out because of a simultaneous occurrence, or, 
on the other hand, there is a different [turn] in a matter in 
progress (prastuta).’ 

Com. Ex.: the sending away of Sita in the Uttararamacarita; a 
passage from the Chalitarama [an unpublished drama]. 

Notes. || Bh. 18. 107; SD. 203; Pratapar. 3. 32, p. 120. Cf. Lévi, p. 113. 


TOmGE. 15b; H: 14a). 
asadbhiitam mithahstotram prapafico hasyakrn matah. 


‘Compliment (prapajica) is mutual praise that is untrue 
and causes a laugh.’ 


Com. Ex.: Karptramafijari 1. 23, p. 24. 


Notes. asadbhitam mithahstotram Hall p. 39, P; asadbhittamithahsto- 
tram H, V.— The example given in the commentary seems very inap- 
propriate. 

|| Bh. 18. 110; SD. 522; Pratapar. 3. 32, p. 120. Cf. Lévi, p. 113. 


feetr. 10° TH. 14 b,c). 
Srutisamyad anekarthayojanam trigatam tv iha 
nataditritayalapah piirvarange tad isyate. 

‘Triple Explanation (trigata) is a combination of sev- 
eral meanings because of similarity of sound. This is declared 
to be a conversation of a triad of actors and the like in the Pre- 
liminaries (pirvaranga) ’ 


Com. Ex.: Vikramorvasi 1. 3, p. 9 [see Lévi, pt. 2, p. 36, note on 
p. 177]. 
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Notes. SD. 523, com., quotes a definition similar to that of DR.—On 
the term parvaranga see Bh, 5; SD. 281. 

|| Bh. 18) 115) (cf, also 5. 135-1360)'; SD) 5235) Prataparas. 32, ps a2tere 
Lévi, p. 114. 


TO eta td. b5 4) 
priyabhair apriyair vakyair vilobhya chalanac chalam. 


‘Deception (chala) [arises] from deceit that misleads by 
means of unfriendly words that seem friendly.’ 


Com. Ex.: Veni. 5. 26, p. 148 [lines b and c are transposed]. 

Notes. chalandc Hall p. 39 (Hall prints chalanat, in disregard of 
samdhi), P; chalana H, V. 

|| Bh. 18 113.23) SD. 524, 525/a, b; Pratapar. 3. 32, p. t21. “Ci; Levijpana 


19 °° (Po17 bois be 
vinivrttya ’sya vakkeli dvis trih pratyuktito ’pi va. 


‘Repartee (vakkelt) [arises] from stopping short in it 
[i. e. in a speech] or from replying two or three times.’ 


Com. Ex.: Uttararama. 3. 26, p. 80 (stopping short); Ratn. 1, p. 10 
(remark and reply). 

Notes. The name wakkeli, lit. ‘speech-play,’ is appropriate only to the 
second of the two varieties mentioned; I selected the English rendering 
‘Repartee’ with this in mind. 

[| Bh. 18. 111 b; SD. 525 and com. (SD. tr. 525, 526); Pratapar. 3. 32, 
Dal2ty Ciwleevin pyiiAs 


20 (P7188; Hoi62). 
anyonyavakyadhikyoktih spardhaya ’dhibalam bhavet. 


‘Outvying (adhibala) is a dialogue [of two persons] in 
emulation, each of which outdoes the other in his remarks.’ 


Com. Ex.: Veni. 5. 27+, p. 149-152 [quoted in part also at DR. 1. 92 
and I. 94]. 

Notes. Literal translation: ‘Outvying is a mutual-speech-preponder- 
ance-dialogue in emulation.’— This adhibala is carefully to be distin- 
guished from the element of the Development defined in 1. 76. 

Bhs 18112; SD, 526; Pratapare 3.32, p.a2r. (Ct) Lévi par 
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amet obs F166): 
gandah prastutasambandhibhinnartham sahasoditam. 
‘Abrupt Remark (ganda) is a separate matter, suddenly 


mentioned, that has some connection with the matter in prog- 
ress (prastuta).’ 


Com. Ex.: Uttararama. 1. 38+, p. 36. 
Notes. || Bh. 18. 116; SD. 527; Pratapar. 3. 32, p. 121. Cf. Lévi, p. 115. 


Gat io a. H.17.a):. 
rasoktasyanyatha vyakhya yatravasyanditam hi tat. 
“Re-interpretation (avasyandita) is that [subdivision 
of the Vithi] in which there is an explanation in another way of 
words uttered because of sentiment.’ 


Com. Ex.: a passage [tr. Lévi, p. 115] from the Chalitarama [an un- 
published drama]. 


Notes. || Bh. 18. 108; SD. 528; Pratapar. 3. 32, p. 121. Cf. Lévi, p. 115. 


eagnce. robs H. 17b). 
sopahasa nigiidhartha nalikaiva prahelika. 
‘Enigma (ndlika) is an enigmatical remark that is humor- 
ous and whose meaning is hidden.’ 


Com. Ex.: Mudraraksasa 1, p. 74-75 (ed. Kale, p. 27-28). 
Nores. || Bh. 18. 111 a; SD. 529; Pratapar. 3. 32, p. 121. Cf. Lévi, p. 116. 


Same. 20a; H. 18a). 
asambaddhakathaprayo ’satpralapo yathottarah. 


‘Incoherent Chatter (asatpralipa), [here mentioned] 
in due order, consists of (praya) incoherent talk.’ 


Com. This is not the rhetorical fault called asamgati, which consists in 
lack of coherence, but the incoherent talk of persons that are just awak- 
ing, drunk, insane, or childish. Ex.: Sarng. 105; Vikramorvasi 4. 33, p. 
102 = Spr. 7357; bhukta hi maya gir® [unidentified stanza]. 

Notes. yathottarah H, V, P; yathottaram Hall p. 39.— After defining 
asatpralapa as an irrelevant speech or reply, SD. adds that it may also 
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be salutary advice given to a foolish person who does not accept it. 
|| Bh. 18. 109; SD. 530; Pratapar. 3. 32, p. 121-122, Cf. Lévi, p. 116. 


SEM Ci 20 ise nae LSD) 
anyartham eva vyaharo hasyalobhakaram vacah. 
‘Humorous Speech (vydhara) is a remark made for the 
sake of some one else and causing laughter and desire.’ 


Com. Ex.: Malav. 2, p. 29-31 [departs widely from the published text]. 
Notes. {[ Bh: 18 113 b; SD: 531; Pratapar. 3. 32,p. 122. Cf. Levispeiies 


20 UP 2 hace PGC). 
dosa guna guna dosa yatra syur mrdavam hi tat. 


‘Mildness (mrdava) is that [subdivision of the Vithi] in 
which faults are [considered as] merits and merits [as] faults.’ 
Com. Ex.: Sakuntala 2. 5, p. 64 (a fault, hunting, considered as a 


merit) ; satatam anirvrta® [unidentified stanza] (a merit, sovereignty, con- 
sidered as a fault) ; Spr. 6783 (both together). 


Nores:. || Bh. 18) 1143;°SD. 532; Pratapar. 3: 32, p. 122. ‘Ci, Léviipena 


USE OF THESE INTRODUCTORY ELEMENTS 
27 (Pl2t beget): 


esam anyatamenartham patram caksipya sitrabhrt 
prastavanante nirgacchet tato vastu prapaficayet. 


‘The stage-manager, after hinting at the theme and a char- 
acter with any one of these [elements just enumerated], shall 
go out at the end of the Induction (prastavand) and then begin 
the detailed presentation (prapajcayet) of the Subject-matter.’ 

Notes. The word sitrabhrt, like siitrin in 3. 10, is used for sitradhara 


because of metrical requirements. 
|| SD. 205. 
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SELECTION OF THE PRINCIPAL SUBJECT 
Beet) 22 b-24 a; H. 20, 21). 


abhigamyagunair yukto dhirodattah pratapavan 
kirtikamo mahotsahas trayyas trata mahipatih 
prakhyatavams$o rajarsir divyo va yatra nayakah 
tatprakhyatam vidhatavyam vrttam atradhikarikam. 


‘[{In a play] in which the Hero is endowed with attractive 
qualities, [of the type known as] self-controlled and exalted 
(dhirodatta), glorious, eager for fame, of great energy, a pre- 
server of the three Vedas (trayi), a ruler of the world, of re- 
nowned lineage, a royal seer or a god—in that the incident for 
which he is renowned is to be made the Principal Subject 
(adhikarika).’ 

Com. A hero with all ee qualities, such as is exemplified in the 
Ramayana and Mahabharata. 


Notes. abhigamya° H, V, P; abhigami° and adhigamya® Hall p. 39. 
— The ‘ self-controlled and exalted’ hero is defined at 2. 5; the adhikarika, 
at 1. 19, — Cf. Lévi, p. 3r. 


ADAPTATION OF THE STORY 
ag “(F. 24b, 25a; H. 22). 


yat tatranucitam kim cin nayakasya rasasya va 
viruddham tat parityajyam anyatha va prakalpayet. 


“Whatever in it [i. e. in the original story] is at all unsuited 
to the hero or inconsistent with the Sentiment is to be omitted 
or arranged in some other way.’ 


Com. As, for example, the treacherous killing of Vali was omitted by 
Mayuraja in the Udattaraghava; as this same incident was altered [by 
Bhavabhiti] in the Mahaviracarita, where Vali is represented as coming, 
because of his friendship with Ravana, in order to kill Rama [who there- 
upon slays him in self-defence, not treacherously]. 


Notes. ||SD. 304 (cf. 409); Sarasv. 5. 730 (ed. B. p. 377). Cf. Lévi, 
p. 31. 
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ARRANGEMENT OF THE DRAMATIC STRUCTURE 


90, (2 25.b, 264-1. 23). 


adyantam evam ni§citya paficadha tad vibhajya ca 
khandasah samdhisamjfams ca vibhagan api khandayet. 


‘After determining upon the beginning and end [of the play] 
in this manner and after dividing it into five parts, [the author] 
should furthermore (ca-+ api) break up into small sections the 
divisions called Junctures (samdhi).’ 

Notrs. The subject-matter, which contains the five Elements of the 
Action (1. 27) corresponding to the five Stages (1. 28), is first divided 


into five Junctures (1. 34-36) and these again into their various sub- 
divisions (1. 37-111). — Cf. Lévi, p. 32. 


Stee bs 260,27 sab) a24). 


catuhsastis tu tani syur anganity aparam tatha 
patakavrttam apy nam ekadyair anusamdhibhih 
angany atra yathalabham asamdhim prakarim nyaset. 


“These subdivisions should be sixty-four [in number].—In 
like manner, moreover, [one should divide] the incidents of the 
Episode (pataka), [which should have] one or more Sub-junc- 
tures (anusamdhi) less [than the principal subject]. In this 
[i. e. in the Episode] the [number of] subdivisions [may be] 
as it turns out. One should insert the Episodical Incident 
(prakari) without any Juncture.’ 


Com. ... The Episodical Incident is to be employed without a com- 
plete Juncture. 


Notes. || Bh. 19. 27b, 28a. Cf. Lévi, p. 57. 


APPROPRIATE ARRANGEMENT OF THE BEGINNING 
3200 ( Po2h.as eee aa. 
adau viskambhakam kuryad ankam va karyayuktitah. 


“At the beginning [of the play] one should put an Explanatory 
Scene or an Act, according to the appropriateness of the action.’ 
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Baeee= 2S D, 20:25) H25)b, ¢). 


apeksitam parityajya nirasam vastuvistaram 
yada samdarSayec chesam kuryad viskambhakam tada. 


‘When, after omitting an extensive part of the subject-matter 
that is required, but, is without Sentiment, one wishes to present 
the rest, then one should put an Explanatory:Scene (viskambhaka) 
[at the beginning].’ 

Notes. The wiskambhaka, one of the five varieties of Intermediate 


Scene, is defined at 1. 116, 117. 
H SD. 314. 


ame... 20 b,. 30a; H. 26). 


yada tu sarasam vastu mulad eva pravartate 
adav eva tada *nkah syad amukhaksepasamSrayah. 


“When, on the other hand, the subject-matter proceeds with 
Sentiment right from the start, then there should be at the begin- 
ning an Act following up the hints [given] in the Introduction.’ 

Notes. On the Introduction (Induction) and references in it to the 


subject of the play, see 3. 8. 
WH SD. 315. 


CHARACTERISTICS OF AN ACT 
ayeeee. sO b, 31a; H.27). 


pratyaksanetrcarito binduvyaptipuraskrtah 
anko nanaprakararthasamvidhanarasasrayah. 


‘An Act visibly represents the doings of the Hero, is attended 
with inherence of the Expansion, and is based on purposes, con- 
trivances, and Sentiments of various kinds.’ 

Notes. Further details concerning the arrangement of an Act are 


given at DR. 3. 41, 42. 
|] Bh. 18. 14, 15; SD. 278 a, c, e; Pratapar. 3. 24. Cf. Lévi, p. 58. 
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THE SENTIMENTS AND THEIR USES 
20. (CE at D, 42a rte): 


anubhavavibhavabhyam sthayina vyabhicaribhih 
grhitamuktaih kartavyam anginah pariposanam. 


‘The principal Sentiment (agin, sc. rasa) is to be furthered 
by means of the Consequents (anubhava), the Determinants 
(vibhava), the Permanent State (sthayin, sc. bhava), and the 
Transitory States (vyabhicadrin, sc. bhava), taken up and 
dropped [in turn].’ 


Notes. Definitions of all these terms will be found in sections 1-8, 
43, and 54 of Book 4.— Cf. Lévi, p. 86, 257. 


37. (P. 32b, 33a; H. 29). 


na catirasato vastu diram vicchinnatam nayet 
rasam va na tirodadhyad vastvalamkaralaksanaih. 


‘One should not make the Subject-matter too disconnected by 
the excessive [use of] Sentiment, nor should one overwhelm the 
Sentiment with matters relating to the Subject-matter or its em- 
bellishment.’ 


Notes. This section is quoted at SD. 316, com.— Cf. Lévi, p. 86. 


38 (P. 33b, 34a; H. 30). 


eko raso ’ngikartavyo virah Srngara eva va 
angam anye rasah sarve kuryan nirvahane ’dbhutam. 


‘One Sentiment, either the Heroic or the Erotic, is to be made 
the principal Sentiment; all the other Sentiments [should be 
made] subordinate. The Marvelous Sentiment should be em- 
ployed [only] in the Conclusion (nirvahana).’ 

Notes, On the Erotic, Heroic, and Marvelous Sentiments see 4. 56, 79, 


85; on the nirvahana, 1. 96. 
|| Pratapar, 3. 4 (p. 103), 33a. Cf. Lévi, p. 86. 
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ACTIONS NOT PERMITTED ON THE STAGE 


39 (P. 34b, 35; H. 31, 324). 
diradhvanam vadham yuddham rajyadesadiviplavam 
samrodham bhojanam snanam suratam canulepanam 
ambaragrahanadini pratyaksani na nirdiset. 


“One should not visibly represent a Jong journey, murder, 
fighting, revolt of a kingdom or province or the like, a siege, 
eating, bathing, intercourse, anointing the body, putting on cloth- 
ing, or the like.’ 

Notes. ambara® H, V, P; astrasya Hall p. 39.—For diaradhvanam 
(dira+ adhvan) SD. has dirahvinam (diira + Ghvana), ‘shouting from 


afar.’ — Cf. DR. I. 113, 114. 
|| Bh. 18. 19; SD. 278i-m. Cf. Lévi, p. 57. 


won CP. 36a; H.32b). 
nadhikarivadham ‘kvapi tyajyam avasyakam na ca. 


“[One should] not [present] the death of the principal char- 
acter anywhere [in the play], [but] what is inevitable is not 
to be avoided.’ 

Notes. According to this rule, the death of the hero or heroine should 
neither occur on the stage nor be related in one of the Explanatory 
Scenes. Judging from Hindu dramatic literature, however, this canon 
may be violated provided the dead person is restored to life in the course 
of the play. On such restoration of the dead to life in the Sanskrit drama 
see Jackson, ‘Certain Dramatic Elements in Sanskrit Plays, first series,’ 
in Am. Journ. of Philol. 19 (1898), p. 247-250. HF See p. 150. 

{| Bh. 18. 23b; SD. 215, 316. 


THE CONTENTS OF AN ACT 


az) (P. 365,.37.a; H. 33). 
ekahacaritaikartham ittham dsannanayakam 


patrais tricaturair ankam tesam ante ’sya nirgamah. 


“An Act [should be arranged] with a single purpose [exempli- 
fied] by the doings of a single day, with the hero thus engaged, 
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and with three or four characters —these making their exit at 
its end.’ 


Notes. °caritaikartham H, V, P; °caritath karyam Hall p. 39. — Cer- 
tain features of the Act are mentioned also in 3. 35. 
] Bh. 18, 22a, 24a; SD. 278g,h, p. Cf. Lévi, p. 58. 
ABBR ENA. eo dept io4a, 1). 
patakasthanakany atra bindur ante ca bijavat 
evam ankah prakartavyah pravesadipuraskrtah. 
‘In it [there should be] the Episode-indications and, at the 
end, the Expansion, just like the Germ [at the beginning (?)]. 


In this way the Acts are to be prepared, prefaced by Introductory 
Scenes and the like.’ 


Notes. The technical terms patakasthanaka, bija, and bindw are defined 
at ley 22ee2 55a 20; 


THE NUMBER OF ACTS IN THE NATAKA 


43 (P.38b; H. 34c). 
paficankam etad avaram dasankam natakam param. 
‘When it has five Acts, this [kind of drama] is a lesser Nataka; 
when it has ten Acts, a greater.’ 


Notes. That is, a regular nataka has five acts; one with ten acts, such 
as Rajasekhara’s Balaramayana, is called a mahdndtaka. 
{| Bh. 18. 50; SD. 510. Cf. Lévi, p. 140. 


DESCRIPTION OF THE PRAKARANA 


44 (P. 39, 40; H. 35, 36). 
atha prakarane vrttam utpadyam lokasamsrayam 
amatyavipravanijam ekam kuryac ca nayakam 
dhiraprasantam sapayam dharmakamarthatatparam 
S§esam natakavat samdhipraveSakarasadikam. 


“Now ina Prakarana the action should be invented and 
should take place on the earth, and one should make the Hero 
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a minister, a Brahman, or a merchant, [of the type known as] 
self-controlled and calm (dhiraprasanta= dhirasanta), under- 
going misfortune, and with virtue, pleasure, and wealth as his 
chief objects. The remaining [features] — Junctures, Introduc- 
tory Scenes, Sentiments, and the like — are as in the Nataka.’ 

Notes. sdpayam H, V, P; sopayam Hall p. 39.— The three aims in 
life — virtue, pleasure, and wealth — are referred to, under the designation 
trivarga, in I. 24. 

|| Bh. 18. 41-49; SD. 511; Pratapar. 3. 4 (p. 103), 35. Cf. Lévi, p. 141. 


Ase dt, 42; TH. 37, 38). 
nayika tu dvidha netuh kulastri ganika tatha 
kva cid ekaiva kulaja veSya kvapi dvayam kva cit 
kulajé *bhyantara bahya veSya natikramo ’nayoh 
abhih prakaranam tredha samkirnam dhirtasamkulam. 
‘[In a Prakarana] the Heroine [may be] of two kinds: the 
high-born wife of the hero or a courtezan. In some plays [there 
should be] only the high-born woman; in some plays, the courte- 
zan; in some plays, both. The high-born woman should be in- 
doors, the courtezan without; and the two should never meet. 
Because of these [varieties of heroine] the Prakarana is of three 
kinds [i. e. Suddha, with the wife as Heroine; vikrta, with the 
courtezan ; samkirna, with both]. The mixed variety (samkirna) 
abounds in rogues. 
Com. [The commentary quotes:] Kamasiitra 3, p. 41. The heroine is a 
courtezan, for example, in the Tarangadatta [a drama apparently not 
extant]; a high-born woman in the Puspadisitaka [a drama apparently 


not extant, mentioned as Puspabhisita in SD. 512, com.]; of both kinds 
in the Mrcchakatika. 


Notes. |[SD. 512. Cf. Lévi, p. 141. 


DESCRIPTION OF THE NATIKA 
46 (P. 43a; H. 39a). 
laksyate natika ’py atra samkirnanyanivrttaye. 


“At this point the Natika, also, is defined for the purpose 
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of disposing of the other [kinds of drama] that are commingled 
[in it].’ 

Com. By a false interpretation of Bh, 18. 54, a kind of drama called 
prakaranikd has been predicated as a lesser form of the prakarana, on the 
analogy of the ndtika as a lesser form of the ndtaka. The prakaranika, 
however, is identical with the prakarana and has no separate existence. 
{But see SD. 554, where it is defined as a separate form. Cf. Lévi, p. 
146-147. ] 

Nores. Strictly speaking, description of the ndtikad does not come 
within the scope of this work, which is limited by its title to the ten 
principal forms of drama (see also 1. 11). The ndtikad deserves notice, 
however, because of its frequent occurrence; our author therefore intro- 
duces some account of it on the ground that it combines certain features 
of the ndtaka and the prakarana, 


47 (P. 43b, 44a; H. 39b, c). 
tatra vastu prakaranan natakan nayako nrpah 
prakhyato dhiralalitah Srngaro ’ngi salaksanah. 


‘In that [i. e. in the Natika] the subject [is taken] from the 
Prakarana, and the Hero, who is a renowned king and is [of the 
type known as] self-controlled and light-hearted (dhiralalita), 
from the Nataka; the principal Sentiment (avgin, sc. rasa) is the 
Erotic, with its [various] characteristics.’ 


Nores. [| Bh. 18. 54-56a; SD. 539 a, b. Cf. Lévi, p. 146. 


48 (P. 44b, 45a; H. 40). 
striprayacaturankadibhedakam yadi cesyate 
ekadvitryankapatradibhedenanantaripata. 


‘Even if there is a definition to the effect that it contains an 
abundance of women, has four acts, and so forth, [yet] there is 
an endless variety of forms [of the Natika] because it may be 
subdivided according to its having one, two, or three acts, [vari- 
ous combinations of] characters, and the like.’ 

Notes. The words striprayacaturanka are evidently an allusion to Bh. 
18. 55a, and this section modifies to a certain extent the definition given 


there. 
| Bh. 18. 55a; SD. 539 a. Cf. Lévi, p. 146. 
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49 (P.45b, 46a; H. 41). 
devi tatra bhavej jyestha pragalbha nrpavamSaja 
gambhira m4nini krcchrat tadvasSan netrsamgamah. 


‘In it the oldest wife should be a queen, [of the type known 
as] experienced, of royal lineage, serious, disdainful on account 
of her troubles; the union of the Hero [with the Heroine is 
brought about] because of her consent.’ 

Notes. netrsamgamah H, V, P; netrsamgame Hall p. 39.—The term 


pragalbhda, ‘ experienced,’ is defined at 2. 20. 
ISD. 539 f, g. Cf. Lévi, p. 146. 


50 (P.46b; H. 42a). 
nayika tadrsi mugdha divya catimanohara. 
‘The Heroine is of the same kind [i. e. also of royal lineage], 


[of the type known as] inexperienced, and is charming and 
exceedingly fascinating.’ 


Notes. ndayika H, V, P; prapya ’nya Hall p. 39.— The term mugdha, 
‘inexperienced,’ is defined at 2. 26. 
ISD. 539d. Cf. Lévi, p. 146. 


51 (P. 47, 48a; H. 42b, 43a, b). 


antahpuraddisambandhad 4sanna SrutidarSanaih 
anurago navavastho netus tasyam yathottaram 
neta tatra pravarteta devitrasena Sankitah. 


‘(The Heroine] is near [the Hero] because of her connection 
with the harem and the like; through her hearing and seeing him, 
newly-awakened passion for the Hero arises in her in its regular 
stages; the Hero in it [i. e. in the Natika] is apprehensive 
through fear of the queen.’ 


Notes. ||SD. 539c, d, e. Cf. Lévi, p. 146. 
mame, 40D; EH. 43¢). 
kaigikyangaig caturbhi$ ca yuktankair iva natika. 
8 
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‘The Natika contains the four subdivisions of the Gay Style 
(kaisikt), as if joined [respectively] to the [four] acts.’ 
Notes. The Gay Style and the four subdivisions here referred to are 


described at 2. 77-82. 
(ISD. 539h. Cf. Lévi, p. 146. 


DESCRIPTION OF THE BHANA 


53 (P. 49-51; H. 44-46). 
bhanas tu dhirtacaritam svanubhittam parena va 
yatropavarnayed eko nipunah pandito vitah 
sambodhanoktipratyukti kuryad akasabhasitaih 
siicayed virasrngarau Sauryasaubhagyasamstavaih 
bhiyasa bharati vrttir ekankam vastu kalpitam 
mukhanirvahane sange lasyangani dasapi ca. 


‘The Bhana (Monologue) [is a kind of drama] in which a 
single clever and shrewd parasite describes roguish exploits 
engaged in by himself or by some one else. He is to make 
remarks conveying information, as well as replies [to imaginary 
remarks], by means of Conversations with Imaginary Persons 
(akasabhasita) ; and he should indicate the Heroic and Erotic 
Sentiments by means of descriptions of prowess and of beauty. 
Generally the Eloquent Style [is employed]; the subject, which 
is invented [by the author], is treated in a single Act. [The 
Bhana has two Junctures], the Opening (mukha) and the Con- 
clusion (nirvahana), with their subdivisions, and also the ten sub- 
divisions of the Gentle Dance (lasya).’ 

Notes. The term adkasabhdasita, ‘Conversation with Imaginary Persons,’ 
is defined at 1. 128; the Eloquent Style (bhdarati) at 3. 5—One would 
rather expect svdnubhiita to have the meaning ‘experienced by himself’; 
in my translation I follow Dhanika, who glosses the word by svakrta. 


ll Bh. 18. 99-101; 19. 45 b, 46a; SD. 513; Pratapar. 3. 4 (p. 103), 36, 37. 
Cf. Lévi, p. 141. 
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Tue Forms oF GENTLE DANCE 


54 (P. 52, 53; H. 47, 48). 
geyam padam sthitam pathyam asinam puspagandika 
pracchedakas trigudham ca saindhavakhyam dvigidhakam 
uttamottamakam caiva uktapratyuktam eva ca 
lasye daSavidham hy etad anganirdeSakalpanam. 


‘The tenfold enumeration of the subdivisions in the Gentle 
Dance (/dsya) is: the Geyapada (Song), the Sthitapathya 
(Recitation by one standing), the Asinapathya (Recitation by one 
seated), the Puspagandika, the Pracchedaka, the Trigidha, the 
one called Saindhava, the Dvigiidha, the Uttamottamaka, and the 
Uktapratyukta (Amoebean Song).’ 

Nores. caiva ukta® H, V, P; canyadukta® Hall p. 39. — This enumera- 
tion is taken verbatim from Bh. It is there followed by a definition of 
each of the terms (18. 120-129), which should be consulted. See also SD. 


505-500. The DR. makes no further reference to these terms. 
|| Bh. 18. 117-119; SD. 504. Cf. Lévi, p. 119-120. 


DESCRIPTION OF THE PRAHASANA 


55 (P. 54a;-H. 49a). 
tadvat prahasanam tredha Suddhavaikrtasamkaraih. 
‘Similar is the Prahasana (Farce), which is of three 
kinds: regular, modified, and mixed.’ 


Notss. || Bh. 18 03b; ro. 45 b, 46a; SD. 533; Pratapar. 3. 38. Ci. 
Lévi, p. 142. 


Bon tr. 54b, 55a; H. 49), c). 
pakhandivipraprabhrticetacetivitakulam 
cestitam vesabhasabhih Suddham hasyavaconvitam. 
‘The regular [Prahasana] (suddha) contains heretics, Brah- 
mans, and other such characters; servants, serving-maids, and 
parasites. [It is] performed with [appropriate] costume and 
language, and is full of (anvita) comic speeches.’ 
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Notes. vesabhasabhih H, V, P; vesabhasadi and deSabhasadi Hall p. 
39. — On pakhanda for pasanda (North Indian kh for $) see Wackernagel, 
Altindische Grammatik, 1. 136, § 118. 


[| Bh. 18. 94b-96a; SD. 535; Pratapar. 3. 4 (p. 103), 39; cf. AP. 330. 
toa. Cf. Lévi, p. 142. 


57 (P.55b, 56a; H. 50a, b). 


kamukadivacovesaih sandhakaficukitapasaih 
vikrtam samkarad vithya samkirnam dhurtasamkulam. 


‘The modified [Prahasana] (vikrta) contains eunuchs, cham- 
berlains, and ascetics [represented] with the speech and dress 
of lovers and the like; the mixed [Prahasana] (samkirna), [so 
called] because of its admixture of [features of] the Vithi, is 
filled with rogues.’ 


Notes. || Bh. 18. 96 b-98; SD. 536-538; Pratapar. 3. 40, 41. Cf. Lévi, 
p. 142. 


58 (P.s6b; Hisoc). 


rasas tu bhiiyasa karyah sadvidho hasya eva tu. 
‘The sixfold Comic Sentiment (Adsya) is generally to be em- 
ployed [in it], 
Notss. ||SD. 534; Pratapar. 3. 4 (p. 103), 38b. Cf. Lévi, p. 142. 


DESCRIPTION OF THE DIMA 
59 (P.57-60a; H. 51-53). 
dime vastu prasiddham syad vrttayah kaisikim vina 
netaro devagandharvayaksaraksomahoragah 
bhiitapretapisacadyah sodasatyantam uddhatah 
rasair ahasyasrngaraih sadbhir diptaih samanvitah 
mayendrajalasamgramakrodhodbhrantadicestitaih 
candrasuryoparagais ca nyadyye raudrarase ’ngini 
caturankas catuhsamdhir nirvimarso dimah smrtah. 
“In the Dima the subject must be well-known; all the Styles 
[may be employed in it] except the Gay Style; its Heroes, six- 
teen [in number], [should be] gods, Gandharvas, Yaksas, Rak- 
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sasas, Mahoragas, Bhitas, Pretas, Pisacas, and the like, all [of 
the type known as] vehement. It contains the six excited Senti- 
ments, omitting the Comic and the Erotic, the customary prin- 
cipal Sentiment being the Furious, [called forth] by deeds of 
magic, sorcery, combat, wrath, excitement, and the like, and by 
eclipses of the sun and moon. The Dima is declared to have 
four acts and four Junctures, there being no Pause [Juncture].’ 

Com. This kind of play is called dima because it involves the procedure 
of injuring on the part of the hero — dima being equivalent to samghdta, 
‘injuring.’ ... In other respects [than those mentioned] it is like 
the nadtaka. The sage Bharata himself refers to the Burning of Tripura 


as a suitable subject for a dima, in the words idam tripura® [unidentified 
line] and tatas tripura® [= Bh. 4. 10b] 


Notes. || Bh. 18. 78-82; 19. 43 b, 44a; SD. 517; Pratapar. 3. 4 (p. 103), 
42-44. Cf. Lévi, p. 142. 


DESCRIPTION OF THE VYAYOGA 
60 (P. 60b-62a; H. 54, 55). 


khyatetivrtto vyayogah khyatoddhatanaraérayah 

hino garbhavimarsabhya4m diptah syur dimavad rasah 
astrinimittasamgramo jamadagnyajaye yatha 
ekahacaritaikanko vyayogo bahubhir naraih. 


‘The Vyayoga (Military Spectacle) has a well-known sub- 
ject, and has [as principal characters] men that are well-known 
and [of the type known as] vehement; it lacks the Development 
and the Pause [as Junctures]; the Sentiments [in it]. are the 
excited ones, as in the Dima. [It should represent] a combat 
not occasioned by a woman, as in the case of the Victory of 
Parasurama [Jamadagnya]. The Vyayoga consists of one act, 
[presenting] the doings of a single day, and contains many male 
characters.’ 

Com. This kind of drama is called vyayoga because many men disagree 
with one another (vydyujyante) in it.... 


Norrs. || Bh. 18. 83-85; 19. 44b, 45a; SD. 514; Pratapar. 3. 4 (p. 103), 
45. Cf. Lévi, p. 143. 
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DESCRIPTION OF THE SAMAVAKARA 
61 (P.62b-68a; H. 56-61). 


karyam samavakare ’pi 4amukham natakadivat 
khyatam devasuram vastu nirvimarsas tu samdhayah 
vrttayo mandakaisikyo netaro devadanavah 
dvadaSsodattavikhyatah phalam tesam prthak prthak 
bahuvirarasah sarve yadvad ambhodhimanthane 
ankais tribhis trikapatas trisrngaras trividravah 
dvisamdhir ankah prathamah karyo dvadaSandlikah 
caturdvinalikav antyau nalika ghatikadvayam 
vastusvabhavadaivarikrtah syuh kapatas trayah 
nagaroparodhayuddhe vatagnyadikavidravah 
dharmarthakamaih Srngaro natra bindupravesakau 
vithyangani yathalabham kuryat prahasane yatha. 


‘In the Samavakara there is to be an Introduction, as in 
the Nataka and the other [varieties of drama]. The subject 
[is to be] well-known and connected with gods or demons; [it 
should have all] the Junctures except the Pause, and [all] the 
Styles, with but little of the Gay Style. Its Heroes [are to be] 
gods and demons, twelve [in number], [of the type known as] 
exalted, and far-famed, each [striving for and attaining] a sepa- 
rate object. [It contains] all the Sentiments, with much of the 
Heroic, as in [the story of] the Churning of the Ocean. In its 
three Acts [it presents] the three kinds of deception, the three 
kinds of love, and the three kinds of excitement. The first 
Act, with two Junctures, should have [a duration of] twelve 
nalikas; the last two [should have a duration] of four and 
two nalikas [respectively], a nalika consisting of two ghatikas. 
The three kinds of deception should be those caused by the 
nature of the subject, by supernatural action, and by enemies; 
the [three] kinds of excitement [should be those resulting] from 
the besieging of acity, from a battle, and from violent winds, fires, 
and the like; the [three kinds of] love [should be] that accord- 
ing to virtue, that actuated by love of gain, and that actuated by 
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passion. [The Samavakara has] no Expansion and no Intro- 
ductory Scene. One may employ the subdivisions of the Vithi 
[in it] according to one’s requirements, as in the Prahasana.’ 

Com. This kind of drama is called samavakara because various themes 
are scattered about (samavakiryante) in it.... Its heroes are twelve 
in number — gods, demons, and the like. The ends attained by these are 
to be separate and distinct, as, for example, the obtaining of Laksmi and 
the like by Vasudeva and the others in the Churning of the Ocean 
(Samudramanthana) [cf. SD. 516, com.].. . 

Notes. °nalikah, °nalikav, nalika H, V, P; °nadikah, °nadikav, 
nadika Hall p. 39.— Lévi (p. 143) assigns to the third act a duration of 
one nalika; this is apparently an error, unless the information was drawn 
from another source. The SD. text gives the second act a duration of 
three nalikas, a variation evidently to be attributed to a corruption of the 
text from catasrbhir to ca tisrbhir, as explained by Mitra, SD. tr. p. 2409, 
note I. 

I Bh. 18. 57-70; 19. 43b, 44a; SD. 515, 516; Pratapar. 3. 4 (p. 103), 
46-49. Cf. Lévi, p. 143-144. 


DESCRIPTION OF THE VITHI 
62 (P.68b-70a; H. 62, 63). 
vithi tu kaisikivrttau samdhyangankais tu bhanavat 
rasah siicyas tu $rngarah sprSed api rasantaram 
yukta prastavanakhyatair angair udghatyakadibhih 
evam vithi vidhatavya dvyekapatraprayojita. 


‘The Vithi [is written] in the Gay Style and resembles the 
Bhana in its Junctures, subdivisions, and Acts. The Erotic 
Sentiment is to be indicated, but one should touch on another 
Sentiment as well. [The Vithi] contains [the parts] named 
Induction and so forth, and the subdivisions, beginning with the 
Abrupt Dialogue (udghatyaka). In this way the Vithi is to 
be arranged, with the employment of one character or of two.’ 

Com. [This kind of drama receives its name because it is] like a 
vithi —this word meaning either ‘road’ or ‘series of subdivisions.’ . . 


Notes. The Induction is defined at 3. 8. The word avga in the com- 
pound samdhyangankats refers to the subdivisions of the Junctures (see 
DR. 1. 37-111) ; the word avga in the third line of the text refers to the 
subdivisions of the Vithi defined at 3. 13-26. 
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|| Bh. 18. 102-103; 19. 45b, 46a; SD. 520; Pratapar. 3. 4 (p. 103), 50. 
Cf. Lévi, p. 144. 


DESCRIPTION OF THE UTSRSTIKANKA 
63°) (P. 70 b-72:a3, Hi 64; 65): 


utsrstikanke prakhyatam vrttam buddhya prapaficayet 
rasas tu karunah sthayi netarah prakrta narah 
bhanavat samdhivrttyangair yuktah striparidevitaih 
vaca yuddham vidhatavyam tatha jayaparajayau. 


‘In the Utsrstikanka one should develop a well-known 
subject by means of the imagination. The Pathetic should be 
the permanent Sentiment, and the Heroes should be ordinary 
men. Its Junctures, Styles, and subdivisions are like those of 
the Bhana, and it contains lamentations of women. A battle is 
to be presented by means of a [descriptive] speech, and likewise 
[ultimate] victory or defeat.’ 

Com. This is called utsrstikdnka [instead of merely aka] for the pur- 


pose of distinguishing it from the aka (act) included in a play (ndtaka) 
[ef. SD. .519, com.]. 


Notes. This kind of drama is occasionally referred to merely as avika; 
see, for example, Bh. 19. 45b.—Hall’s text of Bh. gives the name as 
utkrstikanka; in view of SD. 519, com., and of the inaccuracy of Hall’s 
text in other respects [see my notes on DR. 1. 80] this may safely be 
regarded as an error. 

[| Bh. 18. 86 b-89 a; 19. 45 b, 46a; SD. 519; Pratapar. 3. 4 (p. 103-104), 
51, Cf. Lévi, p. 144. 


DESCRIPTION OF THE IHAMRGA 
64 (P.72b-75; H. 66-68). 


migram ihamrge vrttam caturankam trisamdhimat 
naradivyav aniyaman nayakapratinayakau 

khyatau dhiroddhatav antyo viparyasad ayuktakrt 
divyastriyam anicchantim apaharadinecchatah 
Srngarabhasam apy asya kim cit kim cit pradarSayet 
samrambham param aniya yuddham vyajan nivarayet 
vadhapraptasya kurvita vadham naiva mahatmanah. 
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‘In the [hamrga the story is mixed [i. e. partly legendary 
and partly invented]; it is divided into four Acts with three 
Junctures. The Hero and the Opponent of the Hero may be either 
human or divine, without restriction; both [should be] renowned 
and [of the type known as] self-controlled and vehement, the 
latter committing improper acts by mistake. One should also 
present, though only to a slight extent, the semblance of love 
on the part of one who tries to obtain a divine woman against 
her will by carrying her off or some such means. Though hos- 
tile wrath is provoked, the battle should be prevented by an 
artifice. One should not present the death of a great person, 
[even though he is] killed [in the legend from which the plot 
is derived].’ 

Com. This kind of drama is called ihdmrga because in it the hero pur- 
sues (ihate) a woman as unobtainable as a gazelle (mrga).... 


Notes. For the regulation concerning the death of a character see 
DR. 3. 40 and the notes on that section. 

Il Bh. 18. 72-76; 19. 44b, 45a; SD. 518; Pratapar. 3. 4 (p. 104), 52, 53. 
Cr. Levi, p. 145. 


CONCLUSION OF THE THIRD Book 
Gam (P.76; H. 69). 


ittham vicintya dagaripakalaksmamargam 
alokya vastu paribhavya kaviprabandhan 
kuryad ayatnavad alamkrtibhih prabandham 
vakyair udaramadhuraih sphutamandavrttaih. 


“After observing in this manner the series of definitions of 
the ten forms of drama (daSaripaka), considering one’s subject- 
matter, and examining the works of the poets, one may produce 
without effort a literary work that has rhetorical embellishment, 
eloquent and pleasing words, and clear and slow meters,’ 


Notes. Meter: vasantatilaka. 


BOOK FOUR 


SENTIMENT AND ITS PRODUCTION 
TO ad eeu) + 


vibhavair anubhavais ca sattvikair vyabhicaribhih 
aniyamanah svadyatvam sthayi bhavo rasah smrtah. 


‘Sentiment (rasa) results when a Permanent State 
produces a pleasurable sensation through [the operation of] 
the Determinants, the Consequents, the Involuntary States, 
and the Transitory States.’ 


Com. Hence the spectator may be called rasika, ‘perceiver of Senti- 
ment’ [as in 4. 47, 48], and the piece may be called rasavant, ‘ possessing 
Sentiment.’ 

Nores. svddyatvam H, V, P; svddutvam Hall p. 39.—This is merely 
an introductory section mentioning the various technical terms to be de- 
fined in the course of the book. The rasa receives further elucidation at 
4. 54, and definitions of it in other treatises are referred to in the notes on 
that section. — This section is quoted at Pratapar. 4. 1, p. 210. 

The individual Sentiments are defined at DR. 4. 56-87; the Permanent 
States at 4. 43-46; the Determinants at 4. 2; the Consequents at 4. 3; the 
Involuntary States at 4. 6-7; the Transitory States at 4. 8-42. 

A brief summary of the rasa-theory is given by Zachariae, ZDMG. 56 
(1902), p. 304-396; see also Grierson, The Satsaiya of Bihari, Calcutta, 
1806, p. 43-48, where the material is conveniently tabulated. For an 
attempt to apply the Hindu system in the analysis of an Occidental drama 
(Racine’s Phédre) see Regnaud, p. 361-364. 


DETERMINANTS AND CONSEQUENTS DEFINED 
an. Poa be hy 
jhayamanataya tatra vibhavo bhavaposakrt 
alambanoddipanatvaprabhedena sa ca dvidha. 
‘Among these a Determinant (vibhava) is that which 


causes the development of the States by its being recognized. 
106 
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Determinants are of two kinds, being divided into Fundamental 
Determinants (dlambana, sc. vibhdva) and Excitant Determi- 
nants (uddipana, sc. vibhdva).’ 

Com. The Fundamental Determinants are the hero and the other 
characters of the drama; the Excitant Determinants are the circumstances 
of time and place [cf. SD. 161]. ... sabdopahita®, [unidentified Sloka] 
by Bhartrhari; Bh. 7, prose after v. 6. Ex.: Vikramorvasi 1. 10, p. 1&8= 
Sirng. 3268 [quoted also at Kavyapradipa 10, p. 383] (Fundamental Deter- 
minant) ; ayam udayati candr® [unidentified stanza] (Excitant Determi- 
nant). 


Norrs. Line 2, as above, H, V, P; dlambanoddipandbhyam kdanto- 
dydnddind dvidhad Hall p. 30. 

Bh. 7. 4; SD. 61, 62, 160, com. on 37; AP. 338. 36; Rasatar. 2, p. 47-48; 
Candraloka 6. 1a; Pratapar. 4. 1, p. 122; Alamkarasekhara 20, p. 76; Rasa- 
gang. p. 33; Rasaratn. 4a; Sahityasara 4. 51 a, 52a; Sahityakaumudi 4, p. 29; 
Bhasabhiisana 39a, 4oa. Cf, Regnaud, p. 352-353. 


Beers 3a; H. 3a): 
anubhavo vikaras tu bhavasamsiicanatmakah. 


‘A Consequent (anubhdva), on the other hand, is an 
external manifestation that serves to indicate a feeling.’ 


Com. Ex.: stanza by Dhanika = Sarng, 3417. 


Nores. || Bh. 7. 5; SD. 162; Rasatar. 3, p. 48-49; Pratapar. 4. 1, p. 222; 
Alamkarasekhara 20, 33a; Rasagang. p, 33; Rasaratn. 4b; Sahityasara 
4. 51b; Sahityakaumudi 4, p. 29; Bhasabhiisana 39b. Cf. Regnaud, p. 
354-356. 


aoe. 2b H. 3b), 
hetukaryatmanoh siddhis tayoh samvyavaharatah. 


‘A complete understanding of both of these [i. e. Determinants 
and Consequents], which have the nature of cause and effect, 
[can be gained] from dealing with them.’ 

Com. Hence the various Determinants and Consequents need not be 


separately defined here, as is explained also at Bh. 7, prose after v. 5 
[quoted with some variations]. 


Nores. || Bh. 7, prose after v. 5; 7. 6. Cf. Regnaud, p. 355. 
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A State DEFINED 
Si(P, savin ay 
sukhaduhkhadikair bhavair bhavas tadbhavabhavanam. 


‘A State (bhava), [which is brought about] by emotional 
states such as pleasure and pain, is the realization of such states.’ 


Com. This is explained also at Bh. 7, prose before v. I. 


Notes. ||Bh. 7, prose and v. 1-3; SD. 208; Kavyaprakasa 35-36; 
Rasatar. I, p. 43; Kavyapradipa 4. 12b. Cf. Regnaud, p. 317-318. 


THE INVOLUNTARY STATES 
GF CP.o4.b, 5 as ehioa bpd): 


prthag bhava bhavanty anye ’nubhavatve ’pi sattvikah 
sattvad eva samutpattes tac ca tadbhavabhavanam. 


‘The Involuntary States (bhava sattvika= sattva- 
bhava) are separate, for, although in the category of Conse- 
quents, they are different [from these] just because of their 
arising from the inner nature (sattva) ; and this is [the reason 
for] the realization of such states.’ 


Com. Bh. 7, prose after v. 91. 


Nores. {| Bh. 7, prose after v. 91; SD. 164, 165; Sarasv. 5. 20; Rasatar. 
4, p. 49-50; Pratapar. 4. 1, p. 223; AlamkaraSekhara 20. 35. Cf. Regnaud, 
P. 347-348. 


re CP ne iothe tte 6) 


stambhapralayaromaficah svedo vaivarnyavepatht 
a$ruvaisvaryam ity astau stambho ’smin niskriyangata 
pralayo nastasamjfiatvam Sesah suvyaktalaksandh. 


‘The eight [Involuntary States are]: Paralysis (stambha), 
Fainting (pralaya), Horripilation (romdjica), Sweating (sveda), 
Change of Color (vaivarnya), Trembling (vepathu), Weeping 
(asru), and Change of Voice (vaisvarya). Of these, Paralysis 
is immobility of the body, and Fainting is loss of consciousness. 
The characteristics of the rest are sufficiently clear.’ 
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Com. Ex.: vevai seada°, muhat sam° [two Apabhraméa stanzas; cf. 
Pischel, Hemacandra’s Grammatik der Prékritsprachen, 1. viii, Halle, 
1877]. 

Notes. The words stambhadya vyabhicarinah in AP. 338. 13a show 
confusion in terminology. The text is probably corrupt, for the In- 
voluntary States are properly named and enumerated in 338. 16-21. 

|| Bh. 6. 22; 7. 92-104; SD. 166, 167; Rudr. Srng. 1. 15; AP. 338. 134, 
16-21; Sarasv. 5. 15, 169-184 (ed. B. 5. 15, 143-147); Hem. KAavyan. 2, p. 
90; Vagbh. Kavyan. 5, p. 58; Rasatar. 4, p. 50-51; Rasamafijari, p. 232; 
Pratapar. 4. 1 (p. 224), 13-19; AlamkaraSekhara 20, p. 69; Kavyapradipa 4, 
p. 71; Rasaratn. 84; Sahityasara 4. 54; Sahityakaumudi 4, p. 29; Bhasa- 
bhisana 25. Cf. Regnaud, p. 349-351. 


THE THIRTY-THREE TRANSITORY STATES 
moe, f4. 0). 


visesad abhimukhyena caranto vyabhicarinah 
sthayiny unmagnanirmagnah kallola iva varidhau. 

‘The Transitory States (vyabhicarin, sc. bhava) are 
those that especially accompany the Permanent State in co- 
operation, emerging from it and [again] being submerged in it, 
like the waves in the ocean.’ 


Notes. The first line constitutes a sort of analytic explanation of the 
word vyabhicarin, in which an attempt is made to show the force of the 
three elements vi, abhi, and car by the use of the words visesad, abhi- 
mukhyena, and caranto. This device, which reminds one of the mystical 
word-analysis frequent in the Upanisads (cf. for example, Brhad- 
Aranyaka Upanisad 5. 7), is characterized more by its ingenuity than 
by its effectiveness. In the present instance its employment was doubt- 
less suggested by the corresponding passage in Bh., on which see Regnaud, 
p. 327, note 2. For other cases of etymological explanation see DR. I. 9, 
19, 20, 81. ; 

{| Bh. 7, prose after v. 26; SD. 168; Sarasy. 5: 21; Rasatar. 5, p. 51; 
Candraloka 6. 1b; Alamkarasekhara 20. 36; Kavyapradipa 4, p. 72; Rasa- 
gang. p. 33; Rasaratn. 4b; Sahityasara 4. 51b; Sahityakaumudi 4, p. 29-30; 
Bhasabhisana gob. Cf. Regnaud, p. 327-328. 


Gu(P.8:H. 7). 


nirvedaglanisanka- Sramadhrtijadata- 
harsadainyaugryacintas 
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trasersyamarsagarvah smrtimaranamadah 
suptanidravibodhah 

vridapasmaramohah samatir alasata- 
vegatarkavahittha 

vyadhyunmadau visadot- sukacapalayutas 
trimSad ete trayas ca. 


‘The thirty-three [Transitory States] are these: Discourage- 
ment (#irveda), Weakness (glani), Apprehension (Sanka), 
Weariness (Srama), Contentment (dhrti), Stupor (jadata), Joy 
(harsa), Depression (dainya), Cruelty (augrya=ugrata), Anx- 
iety (cinta), Fright (trasa), Envy (irsyi=asiiya), Indigna- 
tion (amarsa), Arrogance (garva), Recollection (smrti), Death 
(marana), Intoxication (mada), Dreaming (supta), Sleeping 
(nidra), Awakening (vibodha), Shame (vridad), Epilepsy 
(apasmara), Distraction (moha), Assurance (mati), Indolence 
(alasata = d4lasya), Agitation (dvega), Deliberation (tarka), 
Dissimulation (avahittha), Sickness (vyddhi), Insanity (un- 
mada), Despair (viséda), Impatience (utsuka=autsukya), and 
Inconstancy (capala=cGpala).’ 

Notes. The list given at AP. 338. 22-34 mentions only 30 of these, 
omitting marana, supta, nidra.— Meter: sragdhara. 

i Bh. 6. 18-21; SD. 169; Rudr. Srig. 1. 11-14; Sarasv. 5. 16-18; Kavya- 
prakasa 31-34; Hem. Kavyan. 2, p. 84-85; Vagbh. Kavyan. 5, p. 57; Prata- 
par. 4. I, p. 225; AlamkaraSekhara 20. 37-39; Kavyapradipa 4. 8-11; Rasa- 
gang. p. 76; Rasaratn. 81-83; Sahityakaumudi 4. 8-11; Bhasabhisana 41- 
43. Cf. Regnaud, p. 328-329. 


10 (P.0* F135). 
tattvajnanapadirsyader nirvedah svavamananam 
tatra cintasrunihsvasavaivarnyocchvasadinata. 
‘Discouragement (mirveda) is dissatisfaction with one- 
self caused by knowledge of the Real, by misfortune, envy, or 
the like; in this [state there occur] reflection, weeping, heaving 
of sighs, change of color, drawing of sighs, and depression.’ 


Com. Ex.: Bhartrhari, Vairagyas. 71=Spr. 4327 [quoted also at 
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Kavyapradipa 7, p. 284] (Discouragement caused by knowledge of the 
Real) ; Spr. 5770 (Discouragement caused by misfortune) ; Mahanataka 9. 
55, p. 398 [with the lines transposed; quoted also in the com. on Hema- 
candra’s Anekarthasamgraha 7, 9 (ed. Zachariae, Vienna, 1893, Extracts 
from the Com., p. 189)] (Discouragement caused by envy); ye baha° 
[unidentified stanza] (Discouragement as Transitory State in connection 
with the Heroic and Erotic Sentiments) ; Dhvanyaloka 3. 41, com., p. 
219 = Subhiasitavali 822—Spr. 1603 [quoted also at Kavyapradipa 1o, 
p. 400]. : 

Notes. The compound tattva-jfdna, here translated ‘knowledge of the 
Real,’ means the realization that God alone is the real existence, the world 
being merely an illusion. 

{| Bh. 7, prose and v. 27-29; SD. 170; AP. 338. 22a; Sarasv. 5. 238 (ed. 
Bes, tor"); Hem. Kayyan-2, p. 06; Rasatar. 5, p. 51; Pratapar. 4. 20; 
Kavyapradipa 4, p. 100; Rasagang. p. 97-98; Sahityasara 4. 139. Cf. Reg- 
naud, p. 320. 


fret tO; HH. 9). 
ratyadyayasatrtksudbhir glanir nispranateha ca 
vaivarnyakampanutsahaksamangavacanakriyah. 
‘Weakness (gldnt) is,-in this connection, utter exhaus- 
tion due to the exertion of intercourse or the like, or to hunger 
and thirst, causing change of color, trembling, lack of energy, 
and feebleness of body and voice.’ 


Com. Ex.: Magha 11. 20= Sarng. 3725. 


Notes. On the euphonic combination trtksud (trs-+ksud) see 
Whitney, Sanskrit Grammar, § 226 d. 

Bh. 7, prose and v. 30, 31; SD. 200; AP. 338. 22b; Sarasv. 5. 230 (ed. 
Bis. 150°); Hem. Kavyan. 2, p. 93; Rasatar. 5, p. 51; Pratapar. 4. 21; 
Kavyapradipa 4, p. 100, 101; Rasagang. p. 80; Sahityasara 4. 140. Cf. 
Regnaud, p. 329-330. 


Beet r,. 1r; Fi. 10). 


anarthapratibha Sanka parakrauryat svadurnayat 
kampaSosabhiviksadir atra varnasvaranyata. 
‘Apprehension (Sanka) is anticipation of misfortune 
resulting from the cruelty of another or from one’s own mis- 
conduct; in this [state there occur] trembling, being parched, 
anxious looks, and the like, as well as change of color and voice.’ 
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Com. Ex.: Ratn. 3. 4, p. 60 (Apprehension resulting from another’s 
cruelty) ; Mahavira. 2. 1, p. 45 (Apprehension resulting from one’s own 
misconduct). 

Notes. kampasosa° H, V, P; kampasokad° Hall p. 39. The latter 
reading is evidently merely the blunder of a copyist. 

{| Bh. 7, prose and v. 32-34; SD. 189; AP. 338. 23a; Sarasv, 5. 227 (ed. 
B. 5. 158"); Hem. Kavyan. 2, p. 90; Rasatar. 5, p. 51; Pratapar. 4. 22; 
Kavyapradipa 4, p. 100; Rasagang. p, 80; Sahityasara 4. 141. Cf. Reg- 
naud, p. 330. 


S20. 2a tl 1 a). 
Sramah khedo ’dhvaratyadeh svedo ’smin mardanadayah. 


‘Weariness (Srama) is fatigue arising from travel, inter- 
course, or the like; in this [state there may occur] sweating, 
[the use of] massage, and so on.’ 

Com. Ex.: Uttararama. 1. 24, p. 25 (Weariness arising from a 
journey) ; Magha to. 80 (Weariness arising from intercourse). 


Notes. {| Bh. 7, prose and v. 46; SD. 173; AP. 338. 24a; Sarasv. 5. 236 
(ed. B. 5. 160) ; Hem. Kavy4an. 2, p. 93; Rasatar. 5, p. 52; Pratapar. 4. 25; 
Kavyapradipa 4, p. 101; Rasagang. p. 83-84; Sdahityasara 4. 144 Gt 
Regnaud, p. 331-332. 


T40CE. F202 Ar bh). 
samtoso jnanasaktyader dhrtir avyagrabhogakrt. 
‘Contentment (dhrti) is delight springing from knowl- 
edge, power, or the like and giving rise to undisturbed en- 
joyment.’ 
Com. Ex.: Bhartrhari, Vairagyas. 49 = Spr. 5941 (Contentment arising 


from knowledge) ; Ratn. 1. 9, p. 6 [quoted also at DR. 2. 3] (Content- 
ment arising from power). 


Notes. {| Bh. 7, prose and v. 55, 56; SD. 198; AP. 338. 20a; Sarasv. 
5. 201 (ed. B. 5. 151); Hem. Kavyan. 2, p. 87; Rasatar. 5, p. 52; Pratapar. 
4. 31; Kavyapradipa 4, p. 101; Rasagang. p. 79; Sahityasdra 4. 150. Cf. 
Regnaud, p. 334. 


T5(4GP i533 Hartz). 


apratipattir jadata syad istanistadarSanaérutibhih 
animisanayananiriksanatisnimbhavadayas tatra. 
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‘Stupor (jadatd) is to be [understood as] incapacity for 
action, caused by seeing or hearing something agreeable or disa- 
greeable; in this [state] one gazes with unwinking eyes, remains 
silent, and the like.’ 

Com. Ex.: Kumiarasambhava 8. 5 (Stupor caused by seeing something 
agreeable) ; tavantas te mahadtm®, passage from the Udattarighava of 


Mayuraja [a drama apparently not extant] (Stupor caused by hearing 
something disagreeable). 


Notes. In a number of the other treatises this Transitory State is 
called jadya.— Meter: arya. 

{[Bh. 7, prose and v. 65; SD. 175; AP. 338. 28b; Sarasv. 5. 240 (ed. 
B. 5. 161); Hem. Kavyan. 2, p. 88; Rasatar. 5, p. 53; Pratapar. 4. 36; 
Kavyapradipa 4, p. 102; Rasagang. p. 93-04; Sdhityasdra 4. 155. Cf. 
Regnaud, p. 337-338. 


TOmGr. 14a; H. 13a)... 
prasattir utsavadibhyo harso ’Srusvedagadgadah. 


‘Joy (harsa) is pleasure caused by joyous occasions and the 
like, and manifested in weeping, sweating, and stammering.’ 


Com. Ex.: Subhasitavali 2075 = Sarng. 3528. 


Notes. Bh. 7, prose and v. 60, 61; SD. 195; AP. 338. 27b; Sarasv. 
5. 211 (ed. B. 5. 154") ; Hem. Kavyan. 2, p. 91; Rasatar. 5, p. 53; Pratapar. 
4. 34; Kavyapradipa 4, p. 102; Rasagang. p. 76-77; Sahityasara 4. 153. Cf. 
Regnaud, p. 336. 


feel. 40; H, 13b). 
daurgatyadyair anaujasyam dainyam karsnyamrjadimat. 
‘Depression (dainya) is want of energy [brought on] by 


misery and the like, and accompanied by squalor, lack of cleanli- 
ness, and so on.’ 


Com. Ex.: Sarng. 410 = Bhojaprabandha 255 [quoted also at SD. 172; 
tr. Regnaud, p. 332]. 


Nores. {| Bh. 7, prose and v. 48; SD. 172; AP. 338. 25 a; Sarasv. 5, 221 
(ed. B. 5. 156) ; Hem. Kavyan. 2, p. 93; Rasatar. 5, p. 52; Pratapar. 4. 27; 
Rasagang. p. 80-81; Sahityasara 4. 146. Cf. Regnaud, p. 332. 


? 


114 BOOK FOUR [ 4. 18- 


SO sl lA 


duste ’paradhadaurmukhyakrauryais candatvam ugrata 
tatra svedaSirahkampatarjanatadanadayah. 


‘Cruelty (ugratd) is wrathfulness at a villain, aroused by 
his misdeeds, abusive words, or fierceness; in that [state there 
result] sweating, shaking the head, reviling, striking, and the like.’ 

Com, Ex.: Mahavira. 2. 47, p. 84. 


Notes. °krauryaif H, V, P; °cauryaié Hall p. 39.— The second line 
of this section is identical with the second line of 4. 22. 

W Bh, 7, prose and v. 79; SD. 176; AP. 338, 33a; Sarasv. 5. 223 (ed. B. 
5, 157*); Hem, Kavyan, 2, p. 92; Rasatar. 5, p. 54; Pratapar. 4. 46; 
Kavyapradipa 4, p. 104; Rasagang. p. 89-00; Sahityasara 4. 165. Cf. 
Regnaud, p. 342. 


to. (Pies Ae tsa)s 
dhyanam cintehitanapteh Sinyata$vasatapakrt. 


‘Anxiety (cintd@) is meditation due to non-attainment of a 
desired object; it occasions desolate feelings, sighs, and fever- 
ishness.’ 


Com. Ex.: Sartig, 3414; Subhasitavali 1385 = Sarng. 3400. 


Nores. || Bh. 7, prose and v. 49, 50; SD. 201; AP. 338. 25a; Sarasv. 
5, 191 (ed. B, 5. 149") ; Hem, Kavyan, 2, p,. 94; Rasatar. 5, p. 52; Pratapar. 
4. 28; Kavyapradipa 4, p. 101; Rasagang. p. 82; Sahityasara 4. 147, Cf. 
Regnaud, p. 333. 


20) (Pb beets), 
garjitader manahksobhas traso ’trotkampitadayah. 


‘Fright (trdsa) is agitation of mind occasioned by thunder 
or the like; in this [state] there is trembling and so on.’ 


Com. Ex.: Magha 8. 24. 

Nores. {{ Bh. 7, prose and v. 89; SD, 193; AP. 338 31b; Sarasy. 5. 
225 (ed, B. 5. 157); Hem, Kavyan. 2, p. 95; Rasatar. 5, p. 54; Pratapar. 4. 
51; Kavyapradipa 4, p. 105; Rasagang. p. 86; Sahityasira 4. 170. Cf, 
Regnaud, p. 345. 
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aroeGer7}. H.:16). 


parotkarsaksama ’siilya garvadaurjanyamanyuja 
dosoktyavajne bhrukutimanyukrodhengitani ca. 

‘Envy (asiyd) is intolerance of another’s prosperity, arising 
from pride, baseness, or anger; [its manifestations are] censure, 
contempt, frowning, anger, and wrathful gestures.’ 

Com. Ex.: Mahavira. 2. 9, p. 49 (Envy arising from pride) ; Subhasitavali 
453 [stanza by a poet named Mahendra] (Envy arising from baseness) ; 
Amaru 2. 46, p. 124 = Spr. 4137; Amaru 3. 52, p. 135 = Subhasitavali 1324 
(Envy arising from anger). 

Norss. {| Bh. 7, prose and v. 35, 36; SD. 196; AP. 338. 23a; Sarasv. 
5. 215 (ed. B. 5. 155") ; Hem. Kavyan. 2, p. 97; Rasatar. 5, p. 51; Pratapar. 
4. 23; Kavyapradipa 4, p. 100; Rasagang. p. 95-96; Sahityasara 4. 142. 
Cf. Regnaud, p. 330-331. 


Seer. 10; £1. T7). 


adhiksepapamanader amarso ’bhinivistata 
tatra svedasirahkampatarjanatadanadayah. 


‘Indignation (amarsa) is resoluteness (!) [called forth] by 
abuse, contempt, or the like; in that [state there result] sweat- 
ing, shaking the head, reviling, striking, and so forth.’ 

Com. Ex.: Mahavira. 3. 8, p. 95 [quoted also at DR. 2. 1 and 2. 20]; 
Veni. I. 12, p. 14. 


Notes. The second line of this section is identical with the second 
line of 4. 18. 

H Bh. 7, prose and v. 76, 77; SD. 184; AP. 338. 32a; Sarasv. 5. 213 (ed. 
B. 5. 154); Hem. Kavyan. 2, p. 95; Rasatar. 5, p. 54; Pratapar. 4. 44; 
Kavyapradipa 4, p. 103; Rasagang. p. 88-80; saapunaiel 4. 163. Cf. Reg- 
naud, p. 341-342. 


Baeetr. to; H. 18). 
garvo "bhijanalavanyabalaisvaryadibhir madah 
karmany adharsanavajfia savilasangaviksanam. 
‘Arrogance (garva) is pride because of one’s descent, 


beauty, might, or supremacy; the actions [resulting from it] are 
insulting contempt and coquettish glancing at one’s person.’ 
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Com. Ex.: Mahavira. 2. 27, p. 67; 2. 10, p. 51 [quoted also at DR. 2. 6 
and Kavyapradipa 5, p. 169]. 

Notes. {| Bh. 7, prose and v. 66; SD. 181; AP. 338. 29b; Sarasv. 5. 
197 (ed. B. 5. 150); Hem. Kavy4n. 2, p. 92; Rasatar..5, p. 53; Pratapar. 
4. 37; Kavyapradipa 4, p. 102; Rasagang. p. 84-85; Sahityasara 4. 156. Cf. 
Regnaud, p. 338. 


ZAM ter 20 pill Oa, 0) 
sadrgajfianacintadyaih samskarat smrtir atra ca 
jnatatvenarthabhasinyam bhrisamunnayanadayah. 


‘Recollection (smrti) [is to be understood] in the sense 
of a mental impression of a thing, [gained] by means of its 
[previously ] being known, because of [the faculty of] memory, 
[this recollection being called forth] by perceiving or thinking 
of something similar and attended with knitting the brows and 
the like.’ 

Com. Ex.: Mahanataka 3. 79, p. 128; Malatim. 5, p. 126-128 [the prose 
portion is quoted also at DR. 4. 43]. 


Notes. Bh. 7, prose and v. 53, 54; SD. 190; AP. 338. 26a; Sarasv. 
5. 185 (ed. B. 5. 147) ; Hem. Kavyan. 2, p. 87; Rasatar. 5, p. 52; Pratapar. 
4. 30; Kavyapradipa 4, p. 101; Rasagang. p. 77-78; Sahityasara 4. 149. Cf. 
Regnaud, p. 334. BF See page 150. 


25 (P. 21a; H. 19¢e). 
maranam suprasiddhatvad anarthatvac ca nocyate. 


‘Death (marana) is not defined [here] because of its being 
well understood and because of the [consequent] uselessness 
[of explaining it].’ 


Com. Ex.: samprapte ’vadhi° [unidentified stanza] ; Mahavira. 1, p. 28. 

Notes. In Rasatar. this is called midhana and dismissed with the re- 
mark vibhavanubhavau spastau, ‘its Determinants and Consequents are 
well-known,’ Nevertheless, SD. records, with customary fidelity, that 
‘Death, that is, departing this life, is occasioned by arrows and the like 
and results in falling down of the body and so on.’ 

ll Bh. 7, prose and v. 84-88; SD. 182; Hem. Kavyan. 2, p. 98; Rasatar. 
5, p. 54; Pratapar. 4. 50; Kavyapradipa 4, p. 104; Rasagang. p. 90-01; 
Sahityasdra 4. 169. Cf. Regnaud, p. 344-345. 
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Some net by22 a; H.' 20a; b). 


harsotkarso madah panat skhaladangavacogatih 
nidra haso ’tra ruditam jyesthamadhyadhamadisu. 


‘Intoxication (mada) is excess of joy caused by drink. 
[It manifests itself in] unsteady limbs, voice and gait, [and in] 
sleeping, hilarity, and blubbering in the case of better, middling, 
and baser persons [respectively ].’ 

Com. Ex.: Magha 10. 13= Sarng. 3652. 

Norges. {| Bh. 7, prose and v. 37-45; SD. 174; AP. 338. 23b; Sarasv. 
5. 209 (ed. B. 5. 153) ; Hem. Kavyan. 2, p. 88; Rasatar. 5, p. 51; Pratapar. 
4. 24; Kavyapradipa 4, p. 100; Rasagang. p. 82-83; Sahityasara 4. 143. Cf, 
Regnaud, p. 331. 


Geer. 22 b; H. 20¢c). 
suptam nidrodbhavam tatra Svasocchvasakriya param. 
‘Dreaming (supta) is [a state] originating in sleep; in it 
the action of heaving sighs and drawing sighs is the chief thing.’ 
Com. Ex.: Subhasitavali 1840 = Sarng. 3922 [stanza by a poet named 


Kamalayudha]. 


Notes. In Rasatar. this is designated as susupta. Pratapar. has the 
form supti. In some of the other treatises it is called svapna. 

{| Bh. 7, prose and v. 74; SD. 179; Sarasv. 5. 246 (ed. B. 5. 163*) ; Hem. 
Kavyan. 2, p. 90; Rasatar. 5, p. 54; Pratapar. 4. 42; Kavyapradipa 4, p. 
103; Rasagang. p. 86-87; Sahityasara 4. 161. Cf. Regnaud, p. 340-341. 


gee. 23; H. 21a, b). 


manahsammilanam nidra cintalasyaklamadibhih 
tatra jrmbhangabhangaksimilanotsvapnatadayah. 
‘Sleeping (nidrd) is cessation of the activity of the mind, 
induced by anxiety, indolence, fatigue, and the like; in it [may 
be observed] yawning, stretching the limbs, closing the eyes, start- 
ing up out of sleep, and so on.’ 
Com. Ex.: Subhasitavali 1280 = Sarng. 3468; Magha 11. 4. 


Notes. °otsvapnatadayah H, V, P; °occhvasanadayah Hall p. 39. I 
follow Hall’s text, though his variant deserves consideration. 
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Bh. 7, prose and v. 70, 71; SD. 185; Sarasv. 5. 244 (ed. B. 5. 162); 
Hem. Kavyan, 2, p. 89; Rasatar. 5, p. 53; Pratapar. 4. 40; Kavyapradipa 
4, p. 103; Rasagang. p. 85; Sahityasdra 4. 159. Cf. Regnaud, p. 339-340. 


GOP. oA Ay beet). 
vibodhah parinamades tatra jrmbhaksimardane. 


‘Awakening (vibodha) results from the coming to an end 
[of sleep] and the like, and is accompanied by yawning and 
rubbing the eyes.’ 

Com. Ex,: Magha 11. 13. 


Notes. In Sarasv. and in Hem. Kavyan. this Transitory State is called 
prabodha. 

| Bh. 7, prose and v. 75; SD. 178; AP. 338. 32a; Sarasv. 5. 248 (ed. B. 
5. 163); Hem. Kavy4n, 2, p. 92; Rasatar. 5, p. 54; Pratapar. 4. 43; Kavya- 
pradipa 4, p. 103; Rasagang. p. 87-88; Sahityasara 4. 162. Cf. Regnaud, 
Dp. 341. 


BOs iA) Gertie wale 


duracaradibhir vrida dharstyabhavas tam unnayet 
sacikrtangavaranavaivarnyadhomukhadibhih. 


‘Shame (vridd) is lack of boldness in consequence of mis- 
conduct and so forth. One should infer it from [a person’s] 
keeping the body averted, from concealment, change of color, 
lowering of the head, and the like.’ 


Com. Ex.: Amaru 36= Spr. 3860. 


Notes. |[ Bh. 7, prose and v. 57, 58; SD. 1904; AP. 338. 27a; Sarasv. 
5. 203 (ed. B. 5. 152"); Hem. Kavyan, 2, p. 88; Rasatar. 5; p. 52; Pratapar. 
4. 32; Kavyapradipa 4, p. 102; Rasagang. p. 78-79; Sahityasara 4. 151. Cf. 
Regnaud, p. 335. 


ct Se RS LEM ce irvet Bih 
aveSo grahaduhkhadyair apasmaro yathavidhih 
bhipatakampaprasvedalalaphenodgamadayah. 
‘Epilepsy (apasmara) is madness, properly speaking, 
brought on by the influence of planets, by misfortune, or by 
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some such cause, [and resulting in] falling to the ground, tremb- 
ling, sweating, drooling, frothing at the mouth, and the like.’ 
Com: Ex.: Magha 3. 72. 
Notes. ||Bh. 7, prose and v. 72, 73; SD. 180; AP. 338 31a; Hem. 


Kavyan. 2, p. 95; Rasatar. 5, p. 53; Pratapar. 4. 41; Kavyapradipa 4, p. 
103, n. 3; Rasagang. p. 96; Sahityasara 4. 160. Cf. Regnaud, p. 340. 


mere 20; TH. 24): 


moho vicittata bhitiduhkhavesanucintanaih 
tatrajfianabhramaghataghirnanadarsanadayah. 


‘Distraction (moha) is perplexity [caused] by fear, mis- 
fortune, madness, or recollection; in it [there arise] uncon- 
sciousness, dizziness, striking, staggering, inability to see, and 
the like.’ 

Com. Ex.: Kumarasambhava 3. 73; Uttararama. 1. 35, p. 33 [differs in 
the last line from the printed texts; quoted also at DR. 4. 76] 


Notes. {| Bh. 7, prose and v. 51, 52; SD. 177; AP. 338. 25b; Sarasv. 
5. 207 (ed. B. 5. 153“) ; Hem. Kavyan. 2, p. 94; Rasatar. 5, p. 52; Pratapar., 
4. 29; Kavyapradipa 4, p. 101; Rasagang. p. 79; Sahityasara 4. 148. Cf. 
Regnaud, p. 333. 


Samat. 27a; H. 254): 
bhranticchedopadesabhyam Sastrades tattvadhir matih. 


‘Assurance (mati) is understanding of the true state of 
things, gained from didactic treatises and other sources, [and 
characterized] by removal of doubt and giving of advice.’ 

Com. Ex.: Kiratarjuniya 2. 30= Spr. 6970; Spr. 3331. 

Notes. bhranti® H, V; bhdanti (misprint) P.—SD. and Sahityasara 
define mati as arthanirdharana. 

|| Bh. 7, prose and v. 80; SD. 191; AP. 338. 26b; Sarasv. 5. 195 (ed. B. 
5. 150°); Hem. Kavy4n. 2, p. 87; Rasatar. 5, p. 54; Pratapar. 4. 47; Kavya- 
pradipa 4, p. 104; Rasagang. p. 85; Sahityasara 4. 166. Cf. Regnaud, p. 343. 


eee 27 bp Tl. 25 b). 


alasyam sramagarbhader jadyam jrmbhasitadimat. 
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‘Indolence (4lasya) is inactivity [arising] from weariness, 
pregnancy, and so on, and accompanied by yawning, remaining 
seated, and the like.’ 


Com. Ex.: calati kath°, stanza by Dhanika. 

Notes. °garbhaddejahmya° H, V, P; °garbhadder jadyam restored by 
me, in place of the unintelligible reading of the other editions (cf. SD. 
183). 

Bh. 7, prose and v. 47; SD. 183; AP. 338. 24b; Sarasv. §. 242 (ed. 
By 5.) 2162") s3 em. Kavyan. 2) p, Ol; Rasatan sp. 52; Prathpareamecar 
Kavyapradipa 4, p. 101; Rasaganig. p. 94-05; Sahityasara 4. 145. Cf, Reg- 
naud, p. 332. 


S620 bi 320 )e 


avegah sambhramo ’sminn abhisarajanite 
Sastranagabhiyogo 
vatat pamstipadigdhas tvaritapadagatir 


varsaje pinditangah 

utpatat srastata “ngesv ahitahitakrte 
Sokaharsanubhava 

vahner dhimakulasyah karijam anu bhaya- 
stambhakamp4apasarah. 


‘Agitation (dvega) is confusion [of mind]. When it 
arises from an attack, one prepares weapons and elephants; 
[when caused] by violent wind, one quickens one’s pace, being 
overwhelmed with dust; when it is brought on by rain, one 
draws the limbs together; [when it is induced] by some start- 
ling occurrence, one relaxes the limbs; when caused by desirable 
or undesirable matters, the Consequent is joy or grief; in case 
of fire, one’s mouth is filled with smoke; when due to an ele- 
phant, [it is shown by] fear, paralysis, trembling, and attempts 
to escape.’ 

Com. Ex.: dgacchagaccha saj°, stanza by Dhanika; tanutranam tanu° 
[unidentified stanza]; prarabdham taru° [unidentified stanza]; vatahatam 
vas°® [unidentified quotation] (Agitation caused by violent wind); deve 


varsaty agana° [unidentified stanza] (Agitation caused by rain); paula- 
styapina® [unidentified stanza] (Agitation caused by a startling occur- 
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rence); two passages from the Udattaraghava of Mayuraja [a drama 
apparently not extant] (Agitation caused by desirable and undesirable 
matters) ; Mahavira. I. 55, p. 39 (same); Amaru 2=— Spr. 2018 [quoted 
also at SD. 601 and Kavyapradipa 7, p. 321] (Agitation caused by fire) ; 
Ratn. 4. 16, p. 100 (same); Raghuvamsa 5. 49 (Agitation caused by an 
elephant). 

Notes. °ndgabhiyogo H, V, P; °mayabhiyogau Hall p. 39.—In AP. 
this Transitory State is called avesa.— Meter: sragdhara. 

i Bh. 7, prose and v. 62-64; SD. 171; AP. 338. 28a; Sarasv. 5. 234 (ed. 
Beis. 100;); Hem. Kavyyam. 2, p) 903) Rasatar, 5, p. 53; Eratapany 435; 
Kavyapradipa 4, p. 102; Rasagang. p. 93; Sahityasara 4.154. Cf. Regnaud, 
DP. 336-337. 


Boma. 20 4; H. 27a). 
tarko vicarah samdehad bhrisirongulinartakah. 


‘Deliberation (tarka) is consideration caused by un- 
certainty; it causes one to move his brows, head, or finger.’ 


Com. Ex.: kim lobhena vil° [unidentified stanza; quoted also at Kavya- 
pradipa 7, p. 235]; kah samucita°® [unidentified stanza]. 

Notes. In most of the treatises this is called vitarka. SD. follows DR., 
however, in using the designation tarka. 

Bh. 7, prose and v. 90; SD. 202; AP. 338. 33b; Sarasv. 5. 187 (ed. 
ipeesetas)); Hem, Kavyans 2, p.o7; Rasatar. 5, p, 54; Pratapar. 4. 52; 
Kavyapradipa 4, p. 105; Rasagang. p. 91; Sahityasara 4.171. Cf. Regnaud, 
Dp. 345. 


ate: 20b; H. 27D). 
lajjadyair vikriyaguptav avahittha *ngavikriya. 
‘Dissimulation (avahittha) is an alteration of the body, 


springing from shame and the like [and expressed] in conceal- 
ment of that alteration.’ 


Com. Ex.: Kumarasambhava 6. 84. 


Notes. ||Bh. 7, prose and v. 78; SD. 186; AP. 338. 32b; Sarasv. 
5. 205 (ed. B. 5. 152); Hem. Kavyan. 2, p. 90; Rasatar. 5, p. 54; Pratapar. 
4. 45; Kavyapradipa 4, p. 103; Rasagang. p. 89; Sahityasdra 4. 164. Cf. 
Regnaud, p. 342. 
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38> (Pueoes Hier an 
vyadhayah samnipatadyas tesam anyatra vistarah. 


‘Sicknesses (vyddht) are physical derangement and the 
like. Detailed treatment of these [must be looked for] elsewhere.’ 


Com. Ex.: Amaru 78. 

Notes. || Bh. 7, prose and v. 81; SD. 192; AP. 338. 33b; Hem. Kavyan. 
2, p 89; Rasatar. 5, p. 54; Pratapar. 4. 48; Kavyapradipa 4, p. 104; Rasa- 
gang. p. 85-86; Sahityasdra 4, 167, Cf. Regnaud, p. 343. 


Sg) (Fe 3075t1. 28); 
apreksakaritonmadah samnipatagrahadibhih 
asminn avastha ruditagitahasasitadayah. 


‘Insanity (unmdada) is acting without forethought [brought 
on] by physical derangement, planetary influence, and the like; 
in it [there arise] these conditions: weeping, singing, laughing, 
remaining seated, and so on.’ 

Com. Ex.: Vikramorvasi 4, p. 91 [the stanza is quoted also at Kavya- 
pradipa 7, p. 217]. 

Notes. avastha H, V, P; asthana° Hall p. 39—The term graha is an 
interesting indication of the prevalent belief in astrology. Cf. 4. 31. 

{| Bh. 7, prose and v. 82, 83; SD. 188; AP. 338. 34a; Sarasy. 5. 232 (ed. 
B. 5. 159); Hem. Kavyan. 2, p. 94; Rasatar. 5, p. 54; Pratapar. 4. 40; 
Kavyapradipa 4, p. 104; Rasagang. p. 90; Sahityasara 4. 168. Cf. Regnaud, 
PD. 343-344. 


40) (P35 sto): 


prarabdhakaryasiddhyader visadah sattvasamksayah 
nihS$vasocchvasahrttapasahayanvesanadikrt. 


‘Despair (wvisdda) is loss of courage [occasioned] by lack 
of success in some undertaking or by something else of that 
kind; [in it there occur] heaving of sighs, drawing of sighs, pangs 
of heart, seeking for aid, and so on.’ 


Com. Ex.: Mahavira. 1, p. 28-20. 


Notes. {| Bh. 7, prose and v. 67, 68; SD. 197; AP. 338. 30a; Sarasv. 5. 
219 (ed. B. 5. 156"); Hem. Kavyan, 2, p. 88; Rasatar. 5, p. 53; Pratapar. 
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4. 38; Kavyapradipa 4, p. 102-103; Rasagang. p. 92; Sahityasara 4. 157. 
Cf. Regnaud, p. 338-339. 


are. 32; H. 30). 


kalaksamatvam autsukyam ramyeccharatisambhramaih 
tatrocchvasatvarasvasahrttapasvedavibhramah. 


‘Impatience (autsukya) is intolerance of the lapse of 
time, owing to desire for something pleasurable, to lack of the 
pleasures of love, or to confusion; in it [there occur] drawing 


of sighs, hastiness, heaving of sighs, pangs of heart, sweating, 
and confusion.’ 


Com. Ex.: Kumarasambhava 7. 22; 6. 95. 

Notes. ‘°tvaradsvasa° Hall p. 39; °tvanihSvasa° H, V, P. I have re- 
jected the reading of the previous editions in favor of the variant recorded 
by Hall, which is clearly. preferable. The suffix -tva in ucchvasatva- 
nihsvasa- is awkward and unusual, even for a verse-filler, and seems to 
me an indication of some corruption. The reading adopted (ucchvasa- 
tvard-Svasa-) is found in the quotation of this section in the Kavyapradipa 
(4, p. 103) and is supported also by the statements of SD., Hem. Kavyan., 
and Rasagang., which include tvaré among the effects of autsukya (see the 
references below). The use of the simple word Svdsa for nihfvasa is 
found also at DR. 4. 27 and can doubtless be paralleled elsewhere. 

Bh. 7, prose and v. 69; SD. 187; AP. 338. 30b; Hem. Kavy4n. 2, p. 90; 
Rasatar. 5, p. 53; Prataépar. 4. 39; Kavyapradipa 4, p. 103; Rasagang. p. 
92-93; Sahityasara 4. 158. Cf. Regnaud, p. 330. 


42 (P. 33; H. 31). 
matsaryadvesaragades capalam tv -anavasthitih 
tatra bhartsanaparusyasvacchandacaranadayah. 


‘inconstancy (cdpala) is fickleness [arising] from jeal- 
ousy, hatred, passion, and the like; in it [there occur] threats, 
harsh words, wilfulness (svacchanddcarana), and so on.’ 


Com. Ex.: Subhasitavali 735 = Spr. 378, stanza by the poetess 
Vikatanitamba [quoted also at SD. 199]; vinikasana°® [unidentified stanza] ; 
prastutam eva tav° [unidentified quotation]. ‘Other special varieties of 
mental processes are not separately mentioned because they occur accord- 
ing to the character of the Determinants and Consequents of these very 
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[Transitory States just defined].’ [This statement of Dhanika is misin- 
terpreted by Regnaud (p. 328), who sees in it an explanation of the 
omission of detailed definitions of the Transitory States in certain of 
the other rhetorical treatises. ] 


Notes. {| Bh. 7, prose and v. 59; SD. 199; AP. 338. 27 b; Sarasv. 5. 193 
(ed, B. 5. 149) ; Hem. Kavyan, 2, p. 91; Rasatar. 5, p. 53; Pratapar. 4. 33; 
Kavyapradipa 4, p. 102; Rasagang. p. 96-07; Sdhityasdra 4. 152. Cf. 
Regnaud, p. 328, 335. 


THE PERMANENT STATES 


43 (P. 34; H. 32). 
viruddhair aviruddhair va bhavair vicchidyate na yah 
atmabhavam nayaty anyan sa sthayi lavanakarah. 


‘A Permanent State (sthayin, sc. bhava), the source 
of delight, is one which is not interfered with by [other] States, 
whether consistent [with it] or inconsistent, but which brings 
the others into harmony with itself.’ 

Com. Ex.: Brhatkatha [cf. Lacdte, Essai sur Gunddhya et la Brhatkatha, _ 
Paris, 1908, p. 17, 83]; Ma4latim. 5, p. 126-127 [quoted also at DR. 4. 24]; 
annahuna° [an ApabhraméSa stanza; cf. Pischel, Hemacandra’s Grammatik 
der Prikritsprachen, 1. viii, Halle, 1877]; Dhvanyaloka 3. 24, com., p. 1733 
Bhartrhari, Srngaras. 13 = Spr. 4811; iyam sa lola° [unidentified stanza] ; 
Malatim. 5. 18, p. 132—Sarng. 4076; ekam dhydnanimil° [unidentified 
stanza, quoted also at SD. 601]; Subhasitavali 1916 = Sarng. 3596 [stanza 
by Candraka]; Dhvanyaloka 2. 25, com., p. 96. 


Nores. || Bh. 7, prose before v. 8; SD. 205; Sarasv. 5. 19; Rasatar. I, p. 
44; AlamkaraSekhara 20. 32; Kavyapradipa 4, p. 73-74; Rasagang. p. 30-31. 
Cf. Regnaud, p. 319-320. 


44 (P. 35; H. 33). 
ratyutsahajugupsah krodho hasah smayo bhayam Sokah 
Samam api ke cit prahuh pustir natyesu naitasya. 

‘[The Permanent States are]: Love (rati), Energy (utsaha), 
Disgust (jugupsa), Anger (krodha), Mirth (hasa), Astonish- 
ment (smaya==vismaya), Fear (bhaya), and Sorrow (Soka). 
Some [authorities] add Tranquillity (sama), [but] there is no 
development of it in the drama.’ 
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Com. [For an abstract of the com. on this section see Regnaud, p. 313. 
In its discussion the com. quotes:] Rudr, Kavyal. 12. 4. 

Notes. On fama see 4. 53. This is’ called nirveda in some of the 
rhetorical treatises, Dhanamjaya’s use of the term fama may be due to a 
desire to avoid confusion with the nirveda defined at 4. to—Meter: Arya. 

{| Bh. 6, 17; 7. 8-26; SD. 206; Rudr. Srng, 1. 10; AP. 338. 13-15; Sarasv. 
5. 14; Kavyaprakasa 30; Hem. Kavyan. 2, p. 83; Vagbhatal. 5. 4; Vagbh. 
Kavyan. 5, p. 53; Rasatar. 7, p. 59-61; Pratapar. 4. 1, p. 221; Alamkaraée- 
khara 20. 31; Kavyapradipa 4. 7; Rasagang. p., 20, 30; Sahityasara 4. 40, 
56, 57; Sahityakaumudi 4. 7; Bhasabhiisana 38, Cf. Regnaud, p. 313, 320. 


45 (P. 36; H. 34). 
nirvedadiratad riipyad asthayi svadate katham 
vairasyayaiva tatposas tenastau sthayino matah. 


‘How can an impermanent State (asthayin, sc, bhava) produce 
pleasure from a representation devoted to [the thirty-three 
Transitory States] beginning with Discouragement (nirveda) ? 
The development of that [impermanent State would tend] to 
absence of Sentiment; therefore there are declared [to be] eight 
Permanent States.’ 


Com. ‘Impermanence [arises] from lack of unification of the consistent 
and inconsistent [features] of [the thirty-three Transitory States] begin- 
ning with nirveda.’ ... [In the course of its discussion the com. quotes:] 
Kumarasambhava 3. 68; Hala 175 [quoted also at Kavyapradipa 5, p. 194]; 
Dhvanyadloka 2. 30, com., p. IIo [tr. Jacobi (2. 31), ZDMG. 56 (1902), 
p. 769; cf. Jacob, JRAS. 1897, p. 2900]= Subhasitavali 2031; apratistham 
avigran° [unidentified stanza]; yatrarthah fab°, pradhaine ’nyatra vak° 
[unidentified stanzas]; upodharagena [possibly the first word of the 
stanza found at Skm. 1. 412 (ZDMG. 36. 367) = Spr. 1311], 


Notes. This section is intended to emphasize the fact that one of the 
Permanent States must be present in a drama as a unifying factor and as 
a fundamental prerequisite for the production of rasa.—The term nirveda 
in the first line must not be confused with the word mirveda used in some 
treatises as an equivalent of fama; see the notes on the preceding section. 


46 (P. 37; H. 35). 
vacya prakaranadibhyo buddhistha va yatha kriya 
vakyarthah karakair yukta sthayi bhavas tathetaraih. 
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‘Just as a verb— whether to be spoken or whether [merely] 
present in the mind, according to the matters under discussion 
—when combined with nouns relating to it (kdraka), is the 
essence of a sentence, so a Permanent State (sthadyin bhava), 
[when combined] with the other [States, is the essence of a play].’ 

Com. [In the course of its discussion the com, quotes:] seven stanzas 
from Dhanika’s Kavyanirnaya; Bh, 6. 34. 


Notes, The predominant position of the Permanent State and its im- 
portance in a drama or other literary work—indirectly pointed out in the 
preceding section—is here explained by a comparison with the function of 
the verb in a sentence (cf. Regnaud, p. 270). The same idea is vividly 
expressed in the following lines of the Bharatiyanatyasastra (7. 8), which 
are quoted by Keéavamiésra in the AlamkaraSekhara (20, p. 76): 

yathd naranam nypatih sisydndm ca yatha guruh 
evam hi sarvabhavanam bhavah sthayi mahdn iha. 


47 (P. 38, 39; H. 36, 37). 
rasah sa eva svadyatvad rasikasyaiva vartanat 
nanukaryasya vrttatvat kavyasyatatparatvatah 
drastuh pratitir vridersyaragadvesaprasangatah 
laukikasya svaramanisamyuktasyeva darsanat. 


‘This very [Permanent State becomes] Sentiment (rasa) 
from the spectator’s (rasika) own capacity for being pleased and 
his attitude, not from the character of [the Hero] to be imitated 
nor from the work’s aiming at [the production of Sentiment]. 
The impression of the spectator with reference to shame, jeal- 
ousy, passion, and hatred [is just what it would be] from seeing 
one in everyday life united with his beloved (ramani).’ 

Nores. For a statement of the views of some of the older Hindu 
rhetoricians regarding the production and perception of rasa see Kavya- 


prakaga 27-28 (cf. Regnaud, p. 271-273).—On the term rasika see DR. 
4. 1, com, 


48 “CP, 408 EL ae), 


dhirodattadyavasthanam Ramadih pratipadakah 
vibhavayati ratyadin svadante rasikasya te. 
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“[The Hero], like Rama and others, illustrating [one of] the 
kinds [known as] self-controlled and exalted (dhiroddtta), and 
so on, displays [the Permanent States], Love (rati) and the like, 
and these give pleasure to the spectator (rasika).’ 


Notes. On the term rasika see DR. 4. 1, com. 


49 (P. 41a; H. 39a). 
ta eva ca parityaktavisesa rasahetavah. 


‘The Heroines, on the other hand, are productive of Senti- 
ment without regard to their personal characteristics.’ 


Boer. 4tb,) 42\a5 H. 39 b,rc): 
kridatam mrnmayair yadvad balanam dviradadibhih 
svotsahah svadate tadvac chrotrnam Arjunadibhih. 
“Their own [imaginative] effort [is what] causes pleasure to 
the auditors through [the enactment of the parts of] Arjuna and 
other [characters], just as [their own imaginative effort causes 
pleasure] to children playing with clay elephants and the like.’ 


Com. [In the course of its discussion the com. quotes:] Bh. 6, 15 
[cf. Kavyaprakasa 209]. 
Notes. Cf. Regnaud, p. 270. 


Semter. 42b;.H: 40a). 


kavyarthabhavanasvado nartakasya na varyate. 


‘Pleasure (dsvdda) on the part of an actor, through his realiz- 
ing the meaning of the work [he is presenting], is not precluded. 
Notes. || SD. 50. 


FourFOLD CHARACTER OF THE SENTIMENTS 
52 (P. 43-45a; H. 40b-42). 
svadah kavyarthasambhedad atmanandasamudbhavah 


vikasavistaraksobhaviksepaih sa caturvidhah 
Srngaravirabibhatsaraudresu manasah kramat 
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hasyadbhutabhayotkarsakarunanam ta eva hi 
atas tajjanyata tesam ata evavadharanam. 


‘Charm (svdda) is the arising of delight to one’s self from 
contact with the theme of a work. It is of four kinds: cheerful- 
ness, exaltation, agitation, and perturbation of mind, in the 
Erotic (srigara), Heroic (vira), Odious (bibhatsa), and Furious 
(raudra) Sentiments respectively. [And] these same [kinds of 
Charm are produced in the case] of the Comic (hasya), Marvel- 
ous (adbhuta), Terrible (bhayotkarsa= bhaydnaka), and Pa- 
thetic (karuna) Sentiments. For this reason these [four Senti- 
ments just mentioned] arise from those [mentioned above]; for 
this very reason [there is possible] a precise determination 
(avadharana) [of the number of Sentiments (?)].’ 


Com. [In the course of its discussion the com. quotes:] Bh. 6. 39, 4oa. 


Notes. wikdsa®° Dhanika’s com. on this section; vikdsfa° H, V, P. In 
the meaning in which it is used here the word is clearly a derivative of 
the root kas. The form given in the commentary is therefore the natural 
and correct one, and I have accordingly adopted it in place of the erroneous 
vikdsa.—In this passage viksepa is alleged to have the meaning ‘com- 
passion’ (BR. s.v., 9: ‘ Mitleid’) ; but as I know of no other occurrence 
of the word in this signification, I have not felt justified in adopting that 
rendering here-——The compound bhayotkarsa is here used, because of 
metrical requirements, as a substitute for the regular term bhaydnaka. A 
similar substitution occurs in the following section; see the notes there. 

Most of the rhetorical treatises name the eight (or nine) Sentiments, 
in a special section, before proceeding to define them individually. In DR. 
this enumeration is dispensed with, probably because the mention of the 
Sentiments in this section is thought sufficient—The Sentiments are 
enumerated in the following passages (note especially Rudr. Kavyal. and 
Sarasv., which recognize more than the usual eight or nine): Bh. 6. 15; 
SD. 209; Rudr. Srng. 1. 9; Rudr. Kavyal. 12. 3; Sarasv. 5. 251 a, b (ed. B. 
5. 165) ; Kavyaprakaga 29; Hem. KAvyan. 2, p. 67; Vagbhatal. 5. 3; Vagbh. 
Kavyan. 5, p. 53; Pratapar. 4. 1, p. 221; AlamkaraSekhara 20. 1; Kavya- 
pradipa 4. 6; Rasagang. p. 29; Rasaratn. 5; Sahityasara 4. 47; Sahitya- 
kaumudi 4. 6; Bhasabhisana 37. 

ll Bh. 6. 39-41; Rudr. Srng. 3. 36; AP. 338. 7b-oa. Cf. Regnaud, p. 271. 


53 (P. 456; H.4ga), 


Samaprakarso nirvacyo muditades tadatmata. 
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“The Quietistic Sentiment (Samaprakarsa = Sdnta-rasa), 
[which arises] from happiness and the like, is to be defined as a 
state having that [i. e. happiness] as its essential nature.’ 


Com. na yatra duh° [metrical definition of santa-rasa, quoted without 
indication of source]. 

Notes. The compound Sama-prakarsa is here used merely as an 
equivalent for ‘Gnta-rasa, which is the term regularly employed; cf. the use 
of bhayotkarsa for bhaydnaka in the preceding’ section (4. 52).—This brief 
definition is the only mention of the Quietistic Sentiment (fdnta-rasa) in 
the present work. As stated in DR. 4. 44b, the Permanent State sama, 
upon which it is based, does not figure prominently in dramatic literature, 
and our author consequently excludes both fama and Santa from detailed 
consideration. 

{LSD. 238; Rudr. Srng. 3. 31, 33; Rudr, Kavyal. 15. 15, 16; Kavyaprakaéa 
35; Hem. Kavyan. 2, p. 80; Vagbhatal. 5. 32; Vagbh. Kavyan. 5, p. 57; 
Rasatar. 7, p. 61; Candraloka 6, 13; AlamkaraSekhara 20. 27, 28; 
Kavyapradipa 4. 12a; Rasagang. p. 33; Rasaratn. 99; Sahityasara 4, 128; 
Sahityakaumudi 4. 12a. Cf. Regnaud, p. 313, 315. 


SENTIMENT DEFINED 
Saece. 46,474; H. 43b,'¢, 444). 
padarthair indunirvedaromafcadisvartipakaih 
kavyad vibhavasamcaryanubhavaprakhyatam gataih 
bhavitah svadate sthayi rasah sa parikirtitah. 


Sentiment (rasa) is declared to be the giving of pleasure by 
a Permanent State (sthdyin, sc. bhava) which is produced from 
a poem through the elements that consist of moonlight [and the 
like], Discouragement [and the like], Horripilation and the like, 
and that find expression as Determinants, Transitory States 
(samcarin = vyabhicarin), and Consequents.’ 


Notes. See also DR. 4. 1.—For a brief summary of the rasa-theory 
consult Zachariae, ZDMG. 56 (1902), p. 304-396; see also Grierson, The 
Satsaiya of Bihari, Calcutta, 1896, p. 43-48, where the material is con- 
veniently tabulated. 

H Bh. 6, prose after v. 31; SD. 33 (SD. tr. 32); Kavyaprakaga 27, 28; 
Hem. Kavyan. 2, p. 56; Vagbhatal. 5. 2; Vagbh. Kavyan, 5, p. 53; Rasatar. 
6, p. 56; Candraloka 6. 3; Pratapar. 4. 1, p. 219; Alamkaragekhara 20, p. 69; 
Kavyapradipa 4. 4, 5; Rasagang. p. 21-22; Rasaratn. 3; Sahityasara 4. 58a; 
Sahityakaumudi 4. 4, 5. Cf. Regnaud, p. 267-269, 


Io 
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55 (P.47b; H. 44b). 
laksanaikyam vibhavaikyad abhedad rasabhavayoh. 


“The same definition [will here serve] both for the Sentiments 
and for the States, because they are not distinct, having identical 
Determinants.’ 


THe Erotic SENTIMENT 


6G par. AB? Th. 45): 
ramyadesakalakalavesabhogadisevanaih 
pramodatma ratih saiva yiinor anyonyaraktayoh 
prahrsyamana Srngaro madhurangavicestitaih. 


‘Love (rati) is essentially delight [manifested] in fondness 
for lovely places, arts, occasions, garments, pleasures, and the 
like. That [feeling] on the part of two young persons mutually 
enamored, [which is] gladsome [and manifested] by tender ges- 
tures, [constitutes] the Erotic Sentiment (Srvgara).’ 


Com. Ex.: Uttararama. 1. 26, p. 26 (place as a Determinant) ; hastair 
antarnihita® [unidentified stanza] (an art as a Determinant); Nagan. 1. 
14, p. 10 [see Boyd’s translation, London, 1872, p. 12, note] (an art as a 
Determinant) ; Kumarasambhava 3. 26, 36 (occasion as a Determinant) ; 
Kumiarasambhava 3. 53 (dress as a Determinant); caksur luptamasi° 
[unidentified stanza] (pleasure as a Determinant); Malatim. 1. 39, p. 46 
[quoted also at Kavyapradipa 7, p. 277] (Love essentially delight) ; 
Malav. 2. 3, p. 27==Spr. 2823 (youth as a Determinant) ; MAlatim. 1. 18, 
p. 17 [quoted also at Kavyapradipa 4, p. 148] (two young persons as 
Determinants) ; Malatim. 1. 32, p. 35 [quoted also at DR. 1. 46] (mutual 
passion) ; Malatim. 1. 30, p. 32 (tender gestures). 

Notes. With regard to the varieties of the Erotic Sentiment and their 
subdivisions see the notes on 4. 58 and 4. 65. 

| Bh. 6, prose after v. 45; SD. 210a-d; Rudr. Kavyal. 12. 5; AP. 341. 
7a; Hem. Kavyan. 2, p. 68; Vagbhatal. 5. 5a; Vagbh. Kavyan. 5, p. 53; 
Rasatar. 6, p. 57; Rasamafijari, p. 233; Candraloka 6. 4, 5; Kavyapradipa 
4, p. 87; Rasagang. p. 33; Rasaratn. 6a; Sahityasara 4. 68, 69a. Cf. 
Schmidt, p. 96-120 (2d ed., p. 83-09); Regnaud, p. 301-302. 


57(Ps49; Hp 46), 
ye sattvajah sthayina eva castau 
trimSat trayo ye vyabhicarinag ca 
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ekonapaficaSad ami hi bhava 
yuktya nibaddhah pariposayanti 
alasyam augryam maranam jugupsa 
tasyaSrayadvaitaviruddham istam. 


“The [eight] Involuntary States and the eight Permanent 
States and the thirty-three Transitory States—these forty-nine 
States, skilfully employed, cause it [i. e. the Erotic Sentiment | 
to develop; Indolence (dGlasya), Cruelty (augrya=vugrata), 
Death (marana), and Disgust (jugupsa), are each declared [to 
be] prohibited because of the unitary basis of it [i. e. of the 
Erotic Sentiment ].’ 


Notes. All the States here referred to are found in connection with 
the Erotic Sentiment in one or another of the various forms described in 
the following sections. This is explained in greater detail at Rasatar. 
5, p. 55.— Meter: indravajra (6 lines). 

ll Bh. 6, prose after v. 45; SD. 210e-h; Rudr. Srng. 3. 42, 43; AP. 341. 
7b, 8; Hem. Kavyan. 2, p. 68; Vagbh. Kavyan. 5, p. 53; Rasatar. 5, p. 553 
Candraloka 6. 4, 5; Pratapar. 4. 53, p. 261; Rasagang. p. 33. 


VARIETIES OF THE Erotic SENTIMENT 
58 (P.soa; H. 474). 
ayogo viprayogas ca sambhogas ceti sa tridha. 


‘[The Erotic Sentiment] is of three kinds: Privation (ayoga), 
Separation (viprayoga), and Union (sambhoga).’ 


Notes. All of the treatises to which reference is made in the following 
paragraph distinguish two varieties of the Erotic Sentiment. These are 
named, in all but two cases, vipralambha and sambhoga (Vagbhatal. has 
viprayoga for the former; Rasagang. and Vagbhatal. have samyoga for the 
latter). DR., on the other hand, recognizes three varieties, ayoga (4. 50), 
viprayoga (4. 65), and sambhoga (4. 76), the first two of which together 
correspond to the vipralambha of the other treatises. 

] Bh. 6, prose after v. 45; SD. 211; Dhvanyaloka, 2. 13, com., p. 83 (tr. 
Jacobi, ZDMG. 56, p. 607) ; Rudr. Srng. 1. 21; Rudr. Kavyal. 12. 5, 6; AP. 
341. 4a; Sarasv. 5. 10a; Kavyaprakasa 29, com., p. 117; Hem. Kavyan. 
2, p. 68; Vagbhatal. 5.5 b; Vagbh. Kavyan. 5, p. 53; Rasatar. 6, p. 57; Rasa- 
mafijari, p. 233; Candraloka 6. 5b; Pratapar. 4. 79, p. 277; AlamkaraSekhara 
20. 2a; Kavyapradipa 4, p. 87; Rasagang. p. 34; Rasaratn. 6b; Sahitya- 
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sara 4. 69b; Sahityakaumudi 4, p. 31. Cf. Regnaud, p. 302; Schmidt, p. 
96-120 (2d ed., p. 83-99). 


PRIVATION AND ITS STAGES 
coun s50.D.51 a5). Hina7 bc); 


tatrayogo ’nurage ’pi navayor ekacittayoh 
paratantryena daivad va viprakarsad asamgamah. 


‘Of these, Privation (ayoga) is impossibility of being 
united on the part of two young persons with but a single thought, 
because of their separation through dependence on others or by 
fate, even though a passion exists [between them].’ 

Notes. See the notes on DR. 4. 58 and 4. 65. References to defini- 


tions of wvipralambha .(which corresponds to our author’s ayoga and 
viprayoga) are given in the notes on 4. 65, below.—Cf. Regnaud, p. 302. 


OOM TC ES SLD, S25 eliae). 


dasavasthah sa tatradav abhilaso ’tha cintanam 
smrtir gunakathodvegapralaponmadasamjvarah 
jadata maranam ceti duravastham yathottaram. 


‘It has ten stages. At first [there occurs] in it Longing 
(abhilasa), then Anxiety (cintana), Recollection (smrti), 
Enumeration of [the loved one’s] Merits (gunakatha), Dis- 
tress (udvega), Raving (pralapa), Insanity (unmada), Fever 
(samjvara), Stupor (jadata), and Death (marana); those are 
the unfortunate stages in due order.’ 


Notes. Pratapar. differs from most of the works cited below in recog- 
nizing twelve stages of unrequited love instead of ten. Its list of stages 
does not correspond closely to that given here. See also Sarasyv. 

With this enumeration of ‘ten stages’ it is interesting to compare the 
following passage from Hamlet (2. 2. 146-151), in which Polonius de- 
scribes the effect of Hamlet’s separation from Ophelia :— 


‘And he, repulsed—a short tale to make— 
Fell into a sadness, then into a fast, 

Thence to a watch, thence into a weakness, 
Thence to a lightness, and by this declension 
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Into the madness wherein now he raves 
And all we mourn for.’ 


|| Bh. 6, prose after v. 45; 22. 154-156; SD. 214 e, f£; Rudr. Srng. 2. 6-8; 
Rudr. Kavyal. 14. 4,5; Sarasv. 5. 99, 100; Vagbh. Kavyan. 5, p. 64; Rasatar. 
5, p. 55; Rasamafijari, p. 236; Pratapar. 4. 60, p. 271; Rasaratn. 85-87 a; 
Bhasabhiisana 33-36; Kamasiitra, p. 256; Kandarpaciidamani, Ananga- 
ranga, and Smaradipika, cited by Schmidt, p. 125; Ratirahasya 1. 37, 38 
(ZDMG. 57, p. 714); com. on Hala, quoting from a ‘ Kamasastra’ 
(Weber, Uber das Saptagatakam des Hala, Leipzig, 1870, stanza 185, p. 
134-135) ; Sukasaptati, text. simp]. 4 (ed. Schmidt, Leipzig, 1893, p. 16, 1. 
4-5; tr. Schmidt, Kiel, 1894, p. 9, foot); Vetalapaficavimsatika 16 (ed. 
Uhle, Leipzig, 1881, p. 45, 1. 7-15); Dinalapanika-Sukasaptati 16. 55 
(ZDMG. 45, p. 655; tr. p. 677, top); Halayudha’s Puranasarvasva, cited 
by Zachariae, BB. 4 (1878), p. 373-374; Haihayendracarita 2. 29-100 (ed. 
Schtscherbatskoi, St. Petersburg, 1900 [Mémoires de l’académie impériale 
des sciences, 8. série, classe hist.-philol., vol. 4, pt. 9], p. 25-36; tr. p. 86- 
97); Agadadatta 42-45a (Jacobi, Ausgewahlte Erzaihlungen in Maha- 
rashtri, Leipzig, 1886, p. 71, 1. 1-7; tr. Meyer, London, 1900, p. 243). Cf. 
Schmidt, p. 124-132 (2d ed., p. 101-107) ; Regnaud, p. 304; Zachariae, BB. 
4 (1878), p. 373; Weber, Indische Studien 15 (1878), p. 338, note 4; 
Pischel, Rudrata’s Crngaratilaka, Kiel, 1886, p. Io1 (note on 2. 6); Hall, 
p. 34, note; Pavolini, ‘Kalidasa e gli erotologi indiani,’ Studi italiani di 
filologia indo-iranica 1 (1897), app. I, p. 14-16. BF See p. 150. 


61 (P. 53, 54; H. 49, 50). 
abhilasah sprha tatra kante sarvangasundare 
drste Srute va tatrapi vismayanandasadhvasah 
saksat pratikrtisvapnacchayamayasu darsanam 
Srutir vyajat sakhigitamagadhadigunastuteh. 


Of these [ten stages] Longing (abhildsa) is a yearning when one 
has seen or heard of a beloved fair in every limb; in this [there 
occur] also surprise, joy, and perturbation. The seeing [may 
be] in person, in a picture, in a dream, by a shadow, or by magic; 
the hearing [may be] through some stratagem or through praise 
of [the loved one’s] good qualities by a female friend, or in a 
song, or by a professional bard, or the like.’ 

Com. Ex.: Sakuntala 1. 19, p. 33 = Spr. 745 (Longing) ; stanav dlokya 
tanv° [unidentified stanza] (surprise) ; Viddhasalabhafijika 1. 31 [with the 


lines transposed] (joy); Kumarasambhava 5. 85—=Spr. 2470 (perturba- 
tion) Kumarasambhava 8. 2 [quoted also at DR. 2. 26] (perturbation). 
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Notes. kdnte H, V, P; kaémye Hall p. 39.—Pratapar. (4. 80) uses the 
term abhiladsa as designation for one of the four kinds of vipralambha 
enumerated in that work. 

ft Bho 22) 157, 158° SD) 214 ¢, d, ¢; Rudr. Stng. 1. 02; 2.0, 10; mudr 
Kavyal. 12. 31; Rasamafijari, p. 236, 245. Cf. Schmidt, p. 276-278 (2d ed., 
p. 201-203). 


Of aC bane cc sel wet 2). 
sanubhavavibhavas tu cintadyah pirvadarsitah. 


‘Anxiety (cinta) and the other [stages], together with their 
Consequents and Determinants, have been previously explained.’ 


63 CPros b, Seas fis? b, Cy: 
daSavasthatvam Acaryaih prayo vrttya nidarsitam 
mahakaviprabandhesu drSyate tadanantata. 
“The fact that there are ten stages [of Privation] is generally 


pointed out by learned teachers from actual occurrence; endless 
examples of it are to be seen in the works of the great poets.’ 


Notes. °prabandhesu H, V, P; prayogesu Hall p. 39.— Apparently in 
anticipation of objections, Dhanamjaya points out, in this section and the 
following, the general acceptance and the reasonableness of the ‘ ten stages’ 
mentioned in section 60. 


64 (P. 56b, 57a; H. 52). 
drste Srute ’bhilasac ca kim nautsukyam prajayate 
apraptau kim na nirvedo glanih kim naticintanat. 
‘Why should not Impatience arise from Longing, when one has 
seen or heard of [a beloved]? Why should not Discouragement 


[arise] when [the beloved] can not be gained? Why not Weak- 
ness from excessive Anxiety?’ 


Com. The rest—secret love, etc.—must be learned from the Kamasitra. 


SEPARATION AND ITS VARIETIES 


65 (P.57b, 58a; H. 53). 
viprayogas tu visleso riidhavisrambhayor dvidha 
manapravasabhedena m4ano ’pi pranayersyayoh. 
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‘Separation (viprayoga) is the sundering of two persons 
between whom an intimacy has sprung up. It is of two kinds, 
being’ divided according to [its arising from] Resentment or 
Absence. The Resentment [arises] in [a state of] fondness or 
in [a state of] jealousy.’ 


Notes. Most of the other treatises differ from DR. in recognizing four 
varieties of vipralambha, usually named abhiladsa (pirvanuradga), mana 
(irsya), pravasa, and karuna. The first of these is practically equivalent 
to our author’s ayoga (see DR. 4. 59) ; mana and pravasa are mentioned in 
this section; with reference to karuna see the notes on 4. 74. A tabular 
conspectus of the varieties recognized in the different rhetorical works is 
given by Schmidt (p. 120; 2d ed., p. 99); it is, however, not absolutely 
complete and accurate. 

See the notes on 4. 58, above. — The references given in the following 
paragraph are to definitions of the term vipralambha (which corresponds 
to our author’s ayoga and viprayoga) and to statements concerning mana 
and its two forms. ; 

ll Bh. 6, prose after v. 45; SD. 212, 213, 218a; Dhvanydloka, 2. 13, com., 
p. 83 (tr. Jacobi, ZDMG. 56, p. 607); Rudr. Srng. 1. 22a, 24; 2. 1; Rudr. 
Kavyal. 14.1; AP. 341. 5; Sarasv. 5. 45, 46a, 48b; 5. 365 (ed. B. p. 310); 
Kavyaprakasa 29, com., p. 120; Hem. Kavy4n. 2, p. 71, 72; Vagbhatal. 5. 
17, 19a; Vagbh. Kavyan. 5, p. 54; Rasatar. 6, p. 59; Pratapar. 4. 80; 
AlamkaraSekhara 20. 10, 11, p. 71; Kavyapradipa 4, p. 88; Rasagang. p. 34, 
35; Rasaratn. 55, 57, 29a; Sahityakaumudi 4, p. 32, 33. Cf. Regnaud, 
p. 303; Schmidt, p. 96-120. (2d ed., p. 83-09) ; Pischel, Rudrata’s Crigara- 
tilaka, Kiel, 1886, p. 101 (note on 2. 1). 


66 (P. 58b; H. 54a). 
tatra pranayamanah syat kopavasitayor dvayoh. 

‘Of these [two kinds], the Resentment arising in [a state of] 
fondness is to be [understood as that] of two [lovers] who are 
determined to be angry.’ 

Com. Ex.: Uttararama. 3. 37, p. 84 (Resentment on the part of the 
Hero); pranayakupitam drst°, stanza by Vakpatirajadeva (= Mufija) 
[quoted also at DR. 4. 67 and in the com. on Hemacandra’s Anekartha- 
samgraha 3. 483 (ed. Zachariae, Vienna, 1893, Extracts from the Com., 
p. 133, foot)] (Resentment on the part of the Heroine); Hala 27 (Re- 


sentment on the part of both). [Cf. Hem. Kavy4an. 2, p. 72-73, where 
these same examples are quoted.] 


Nores. kopavasitayor H, V, P; kopavesitayor Hall p. 39. 
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|| SD. 218b, c; Rasaratn. 29b; Sahityakaumudi, p. 33. Cf. Regnaud, p. 
305; Schmidt, p. 96-120 (2d ed., p. 83-99). 


67 (P. 59, 60; H. 54b, ¢, 55). 
strindm irsyakrto manah kopo ’nyasangini priye 
Srute va ’numite drste Srutis tatra sakhimukhat 
utsvapnayitabhogankagotraskhalanakalpitah 
tridha ”numaniko drstah saksad indriyagocarah. 


“The Resentment arising in [a state of] jealousy is anger on 
the part of women when their lover is heard, inferred, or seen 
[to be] devoted to another. Of these [three possibilities] hear- 
ing [of infidelity means learning of it] from female friends. If 
it is inferred, it is of three kinds, according as it is deduced from 
words uttered in a dream, from indications of intercourse [with 
another], or from the inadvertent mention of [another woman’s] 
name. If it is seen, it is personally witnessed. 

Com. Ex.: subhru tvam navanita°’, stanza by Dhanika (infidelity heard 
of from a friend); nirmagnena mayambh®, stanza by Rudra (infidelity 
inferred from words uttered in a dream); Magha 11. 34—=Spr. 3413 
[quoted also at DR. 2. 4o and SD. 219; Bohtlingk did not record in Spr. 
the ultimate source of this stanza] (infidelity inferred from bodily disfigure- 
ment); Hala 967 (infidelity inferred from mention of another’s name) ; 
pranayakupitam drst°, stanza by Mufija (= Vakpatiraja) [quoted also at 
DR. 4. 66 and in the com. on Hemacandra’s Anekarthasamgraha 3. 483 


(ed. Zachariae, Vienna, 1893, Extracts from the Com., p. 133, foot)] (in- 
fidelity personally witnessed). 


Notes. Line 1 is quoted in Aégadhara’s com. on Appayyadiksita’s 
Kuvalayanandakarikas 41 (tr. Schmidt, Berlin, 1907, p. 30). 

SD. 219; Rudr. Srng. 2. 44; Rudr. Kavyal. 14. 15, 17; Pratapar. 4. 81; 
AlamkaraSekhara 20. 13; Rasaratn. 30, 31a; Sahityakaumudi, p. 33. Cf. 
Regnaud, p. 305; Schmidt, p. 96-120 (2d ed., p. 83-99). 


68 (P. 61; H. 56). 


yathottaram guruh sadbhir upadyais tam upacaret 
samna bhedena danena natyupeksarasantaraih. 


“The loved one (guru) may remedy this [resentment] by six 
expedients [employed] in proper succession: Conciliation (saman), 
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Dissension (bheda), Gift-giving (dana), Humility (nati), Indif- 
ference (upeksa), and Diversion (rasdntara).’ 

Notes. The term rasdntara signifies ‘ [substitution of] another emo- 
tion’ and consequently indicates the diversion from resentment effected 
by such substitution. 

Il Bh. 23. 62; SD. 220 a, b; Rudr. Srng. 2. 62, 63; Rudr. Kavyal. 14. 27; 
Rasaratn. 31 b, 32a. 


69 (P. 62-64a; H. 57, 58). 


tatra priyavacah sama bhedas tatsakhyuparjanam 
danam vyajena bhisadeh padayoh patanam natih 
samadau tu pariksine syad upeksa ’vadhiranam 
rabhasatrasaharsadeh kopabhramSso rasantaram 
kopacestasS ca narinam prag eva pratipaditah. 

“Of these [expedients], Conciliation [is the use of] endear- 
ing words; Dissension, the winning over of her friends; Gift- 
giving, [regaining her favor] under pretext of [giving her] orna- 
ments and the like; Humility, falling at her feet. When Concil- 
iation and the other [expedients] have been exhausted, [then] 
Indifference — [that is], disregard [of her]—may be [em- 
ployed]. Diversion is the interruption of her anger through 
impetuosity, fear, joy, or the like. The actions of women in 
anger have been previously explained.’ 

Com. Ex.: smitajyot°, stanza by Dhanika (Conciliation) ; Srngaratilaka 
[attributed to Kalidasa] 3—=Spr. 1108 [this example is enclosed in 
brackets in H] (Conciliation) ; krte ’py aj7a°, stanza by Dhanika (Dis- 
sension) ; Magha 7. 55 (Gift-giving) ; Hala 188 (Humility); kim gatena 
na hi yukt° [cf. Kiratarjuniya 9. 40a] (Indifference); abhivyaktalikah 
sakala°, stanza by Dhanika [quoted also at DR. 2. 79] (Diversion) 


Notes. The various manifestations of anger on the part of women are 
explained at 2, 26, 28, 30. 

{| Bh. 23. 63-65 a, 68; SD. 220c-f; Rudr. Srng. 2. 64-75; Rudr. Kavyal. 
14. 28-31; Rasaratn. 32 b-34. 


wou P..64b, 65a; H. 59). 


karyatah sambhramac chapat pravaso bhinnadesata 
dvayos tatrasrunihSvasakarsyalambalakadita. 
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‘(The Separation due to] Absence (pravésa) is the pres- 
ence of the two [lovers] at different places owing to business, 
confusion, or a curse. In such a case there is weeping, sighing, 
emaciation, letting the hair hang down, and the like.’ 

Notes. In this kind of viprayoga the heroine is of the type known as 
prositapriya or prositabhartrka. Cf. DR. 2. 43. 

(| SD. 221; Rudr. Srng. 2. 83; Rudr. Kavyal. 14. 33; Sarasv. 5. 49; Hem. 
Kavyan. 2, p. 73; Vagbhatal. 5. 19b; Vagbh. Kavyan. 5, p. 54; Pratapar. 
4. 83; AlamkaraSekhara 20. 14a; Kavyapradipa 4, p. 88; Sahityakaumudi 
4, p. 34. Cf. Regnaud, p. 305-306; Schmidt, p. 96-120 (2d ed., p. 83-09) 


Ya CH age 03 ys oe ig Fal 6, 9 
sa ca bhavi bhavan bhiitas tridha ”dyo buddhipirvakah. 
‘The first [variety of Absence, that owing to business], being 
premeditated, is of three kinds: future, present, or past.’ 


Com. Ex.: Hala 47 (prospective Absence); Amaru 13=Spr. 4291 
[this example is enclosed in brackets in H; the reference 4. 29 in Simon’s 
ed. of Amaru, p. 62, is a misprint for 4. 59] (the person is departing) ; 
Amaru 92= Spr. 2965 (the person is departing); Meghadita 2. 23 (the 
person has gone). 


Notes. ]SD. 223; Sahityakaumudi 4, p. 34. Cf. Schmidt, p. 96-120 
(2d ed., p. 83-99). 


72 (P?6625"h. 60D): 


dvitiyah sahasotpanno divyamanusaviplavat. 


‘The second [variety of Absence, that due to confusion], comes 
about suddenly, through disaster caused by gods or mortals.’ 


Com. As in the Vikramorvasi and the Malatimadhava. 


73 ini be OO bs Hae). 
svarlipanyatvakaranac chapajah samnidhav api. 
‘[The third variety of Absence], that arising from a curse, 
is caused by the change of one’s form into another, even in the 
presence [of the beloved].’ 


Com. As in the Kadambari.. 
Nores. || Kavyapradipa 4, p. 88. 
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-mrte tv ekatra yatranyah pralapec choka eva sah 
vyaSrayatvan na Srngarah pratyapanne tu netarah. 


“When, one being dead, the other laments—that [is called] 
Sorrow. [Under those circumstances] the Erotic Sentiment is not 
[present], because there is no means of escape [from death] ; but 
in the case of one restored [to life] there should be no other 
[Sentiment].’ 


Com. As in the Raghuvamsa and the Kadambari. 


Notes. wvydsrayatvan H, V, P; nirasrayan Hall p. 39 (as elsewhere in 
his list of various readings, Hall here disregards the principle of euphonic 
combination).— On the use of the locative adverb ekatra as a member 
of the absolute phrase mrte ekatra see Whitney, Sanskrit Grammar, § 1099. 

The other treatises that mention the contingency of separation by death 
(see the citations below) recognize a special variety of vipralambha named 
karuna, no mention of which is made in DR. Being a subdivision of 
$rngara, this must not be confused with the rasa known as karuna (cf. 
Rudr. Kavyal. 14. 1, com.: karuna-vipralambhas tu §rngara eva). 

HW SD. 224; Rudr. Srng. 2. 93; Rudr. Kavyal. 14. 34; Sarasv. 5. 372 (ed. 
B. p. 311); Vagbhatal. 5. 20; Rasatar. 1, p. 44; AlamkaraSekhara 20. 14b, 
c; Kavyapradipa 4, p. 88; Rasaratn. 57; cf. Rasagang. p. 32. Cf. Regnaud, 
p. 304, note 1; 306; Schmidt, p. 96-120 (2d ed., p. 83-09). 


75 (68; H. 62). 


pranayayogayor utka pravase prositapriya 
kalahantaritersyayam vipralabdha ca khandita. 


‘In [Separation due to Resentment arising in a state of] fond- 
ness and in Privation [the Heroine is] “one that is distressed at 
[her lover’s] absence” (utka =virahotkanthitd) ; in [Separation 
due to] Absence, she is “one whose beloved is away” (prosi- 
tapriya) ; in [Separation due to Resentment arising from] jeal- 
ousy, she is “one that is separated by aquarrel” (kalahantarita), 
“one that is deceived” (vipralabdha), and “one that is enraged” 
(khandita).’ 

Notes. For explanation of the special designations utkd, prositapriya, 
etc., see DR. 2. 39-43. 
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UNION AND ITS CHARACTERISTICS 
9604 (Ds.60 2411403) 


anukilau nisevete yatranyonyam vildsinau 
darSanasparSanadini sa sambhogo mudanvitah. 


‘Union (sambhoga) is that blissful [state] in which the 
two playful [lovers], in complete agreement, enjoy seeing each 
other, touching each other, and the like.’ 

Com. Ex.: Uttararima. 1. 27, p. 27; 1. 35, p. 33 [the last line of this 


stanza differs from the printed texts; quoted also at DR. 4. 32]; 
lavanyamrta°, stanza by Dhanika. 


Notes. The designation sambhoga is found in all of the treatises ex- 
cept Rasagang. and Vagbhatal., which substitute the term samyoga. 

{| Bh. 6, prose after v. 45; SD. 225; Dhvany4aloka, p. 83; Rudr. Srng. 1. 
22a, 23, 164; Rudr. Kavyal. 13. 1; AP. 341. 6; Sarasv. 5. 51, 53D; 5. 377 
(ed. B. p. 312) ; Hem. Kavyan. 2, p. 70; Vagbh. Kavyan. 5, p. 53; Rasatar. 
6, p. 57; Pratapar. 4. 79; AlamkaraSekhara 20, p. 69; Kavyapradipa 4, p. 88; 
Rasagang. p. 34; Sahityakaumudi 4, p. 31. Cf. Regnaud, p. 302; Schmidt, 
p. 96-120 (2d ed., p. 83-99). 


77. P70, 1. 64): 
cestas tatra pravartante liladya dasa yositam 
daksinyamardavapremnam anuriipah priyam prati. 
‘In this [state of Union] there occur the ten actions of women 
—Sportiveness (Jil@) and the others—according to [the 
woman’s| kindness, gentleness, and devotion to her husband.’ 


Notes. The ‘ten actions of women’ here referred to are described at 
2. 49, 60-69. 
{| Bh. 6, prose after v. 45; Rudr. Kavyal. 13. 2. 


Update vow Agro Peele) 
ramayec catukrt kantah kalakridadibhi$ ca tam 
na gramyam 4acaret kim cin narmabhram§akaram na ca. 
‘Her lover, using flattering words, should cause her pleasure 
by means of the arts, amorous sports, and the like; [but] he 


should not do anything vulgar, nor anything that would disturb 
her good humor.’ 


Com. Ex.: Ratn. 1. 21, p. 18. 
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Tue Heroic SENTIMENT 
Gomer. 72, tH. 66). 


virah pratapavinayadhyavasayasattva- 
mohavisadanayavismayavikramadyaih 
utsahabhth sa ca dayaranadanayogat 
tredha kilatra matigarvadhrtipraharsah. 


“The Heroic Sentiment (vira) [is induced] by power, 
good conduct, determination, courage, infatuation, cheerfulness, 
polity, astonishment, might, and the like [as Determinants], and 
is based on [the Permanent State] Energy (utsaha). It is of 
three kinds, having benevolence, fighting, or liberality [as Conse- 
quent]. In it [there occur] Assurance, Arrogance, Contentment, 
and Joy [as Transitory States].’ 

Com. Jimiitavahana in the Nagananda is an instance of a benevolent 
hero; Rama in the Mahfviracarita, of a warlike hero; Parasurama, Vali, 
and others [in dramas based on the Rama legend] are liberal heroes, 


as can be seen from Mahavira. 2. 35¢, p. 753 kharvagranthivimukta® [un- 
identified stanza]; stanza by Dhanika= Sarng. 278. 


Notes. The word praharsa in line 4 is used as a metrical substitute for 
the regular term harsa (see 4. 16). — Meter: vasantatilaka. 

{| Bh. 6, prose and v. 68, 69; SD. 234; Rudr. Srng. 3. 14, 15, 10, 47, 484; 
Rudr, Kavyal. 15. 1, 2; AP. 341. 14, 15a; Sarasv. 5, prose after v. 290 (ed. 
B. p, 299-300) ; Hem. Kavyan. 2, p. 77; Vagbhatal. 5. 21; Vagbh. Kavyan. 
5, p. 56; Rasatar. 7, p. 60; 5, p. 55; Candraloka 6. 9; Pratapar. 4. 53, p. 261; 
Alamkarasekhara 20. 21; Rasagang. p. 37; Rasaratn. 89; Sahityasara 4. 98, 
99; Sahityakaumudi 4, p. 37. Cf. Regnaud, p. 309-310. 


THE Opious SENTIMENT 

So (P. 73; H. 67). 

bibhatsah krmipittigandhivamathuprayair jugupsaikabhir 

udvegi rudhirantrakikasavasamamsadibhih ksobhanah 

vairagyaj jaghanastanadisu ghrnasuddho ’nubhavair vrto 

nasavaktravikinanadibhir ihavegartisankadayah. 

‘The Odious Sentiment (bibhatsa) has [the Permanent 

State] Disgust (jugupsa@) as its sole basis; it causes distress 
{udvegin) chiefly by means of worms, stinking matter, and 
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nausea ; it causes horror by means of blood, entrails, bones, mar- 
row, flesh, and the like; it causes unmixed aversion in the case 
of the hips, breasts, and so forth [of women] because of renun- 
ciation. It is accompanied by contraction of the nose, mouth, 
and so on as Consequents. Init [there occur] Agitation, Sickness, 
Apprehension, and the like [as Transitory States].’ 

Com. Ex.: MaAlatim. 5. 16, p. 131 = Sarng. 4075 [quoted also at Kavya- 


pradipa 4, p. 97] (distress) ; Mahavira. 1. 35, p. 25 (horror) ; lalam vaktra° 
[unidentified stanza] (aversion). 


Notes. ghrnadsuddho H, V, P; ghrnayuwkto Hall p. 39.— For metrical 
reasons the word Grti is used instead of the technical term vyddhi (see 
4. 38).— Meter: Sardilavikridita. 

{| Bh. 6, prose and v. 74, 75; SD. 236; Rudr. Srng. 3. 25, 27, 49; Rudr. 
Kavyal. 15. 5, 6; AP. 341. 16, 17a; Hem. Kavyan. 2, p. 79; Vagbhatal. 5. 
31; Vagbh. Kavy4an. 5, p. 56-57; Rasatar. 7, p. 60; 5, p. 55; Candraloka 
6. 11; Pratapar. 4. 53, p. 261; AlamkaraSekhara 20. 24; Rasaratn. 98; 
Sahityasara 4. 125a. Cf, Regnaud, p. 311-312. 


THE Furious SENTIMENT 
Sra) (Pe 7454 F 268): 


krodho matsaravairivaikrtamayaih poso ’sya raudro ’nujah 
ksobhah svadharadamsakampabhrukutisvedasyaragair 
yutah 
Sastrollasavikatthanamsadharanighatapratijiagrahair 
atramarsamadau smrtis capalatasiyaugryavegadayah. 


‘[The Permanent State] Anger (krodha) [is caused] by [feel- 
ings] such as indignation and aversion to an enemy [as Determi- 
nants]; the resulting development of it is the Furious Senti- 
ment (raudra), a state of agitation accompanied by biting one’s 
lip, trembling, frowning, sweating, redness of the face, [and 
also] by drawing of weapons, [holding] the shoulders boastfully, 
striking the earth, vowing, and imprisonment [as Consequents ]. 
In it [there occur the Transitory States] Indignation, Intoxica- 
tion, Recollection, Inconstancy, Envy, Cruelty, Agitation, and the 
like.’ 


Com. Ex.: Mahavira. 3. 44, p. 121 (Anger caused by indignation) ; 
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Veni. 1. 8, p. 11 [quoted also at DR. 3. 10] (Anger caused by aversion to 
anenemy). This is to be seen in general also in the Mahaviracarita, Veni- 
samhara, and other plays. 

Notes. The word vega, in line 4, is used for Gvega on account of the 
meter. On bhrukuti see Bh. 8. 120, where it is defined. — Meter: sardila- 
vikridita. 

{EBh. 6, prose and v. 64-67; SD. 232, 233; Rudr. Srng. 3. 11, 13, 46; 
Rudr. Kavyal. 15. 13, 14; AP. 341. 13; Hem. Kavyan. 2, p. 76; Vagbhatal. 
5. 29, 30; Vagbh. Kavyan. 5, p. 55; Rasatar. 7, p. 60; 5, p. 55; Candraloka 
6. 8; Pratapar. 4. 53, p. 261; AlamkaraSekhara 20, 19, 20; Rasagang. p. 33; 
Rasaratn. 96, 97; Sahityasara 4. 96. Cf. Regnaud, p. 3009. 


THE Comic SENTIMENT 
Bape 75 5) 1H. 69). 


vikrtakrtivagvesair atmano ’tha parasya va 
hasah syat pariposo ’sya hasyas triprakrtih smrtah. 


‘Mirth (hdsa) [is caused] by one’s own or another’s strange 
actions, words, or attire; the development of this is declared [to 
be] the Comic Sentiment (hasya), which is of threefold 
origin.’ 

Com. Ex.: jatam me parus°® [unidentified] stanza spoken by Ravana 
(laughter at oneself) ; Spr. 4588 (laughter at another). 

Notes. Mirth is of two kinds, since it may be provoked by some char- 
acteristic of the person amused or of another person; in either case the 
mirthful individual may be one of the higher, middling, or lower characters 
in the play (hence the ‘threefold origin’ mentioned in the text). There 
are consequently six possible varieties of the Comic Sentiment (as noted 
also in the commentary), and these are separately described in the follow- 
ing section. 

{| Bh. 6, prose and v. 49, 50, 61; SD. 228a-e; Rudr. Srng. 3. 1; Rudr, 
Kavyal. 15. 11; Hem. Kavyan. 2, p. 74; Vagbhatal. 5. 23; Vagbh. Kavyan. 
5, p. 55; Rasatar. 7, p. 59; Candraloka 6. 6; Alamkarasekhara 20. 16; 
Rasagang. p. 43; Rasaratn. 91; Sahityasara 4. 78. Cf. Regnaud, p. 306-308. 


33° (P. 76,77; H. 70,71). 
smitam iha vikasinayanam 
kim cil laksyadvijam tu hasitam syat 
madhurasvaram vihasitam 
saSirahkampam idam upahasitam 
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apahasitam sasraksam 

viksiptangam bhavaty atihasitam 
dve dve hasite caisam 

jyesthe madhye *dhame kramaSah. 


‘In this connection a Gentle Smile (smita) is opening the 
eyes wide; a Smile (hasifa). is showing the teeth to some ex- 
tent; Laughing (vihasita) is making a soft sound; Laughter 
(upahasita) is the same, accompanied by shaking of the head; 
Uproarious Laughter (apahasita) is [laughter] accompanied by 
tears; and Convulsive Laughter (atihasita=atihasita) is [laugh- 
ter]; with shaking of the body. Two of these varieties of laughter 
{are characteristic} of the higher, two of the middling, and two of 
the lower [characters], in the order named.’ 


Com. That is, smita and hasita are employed by the higher characters, 
in amusement at themselves and others respectively; similarly vihasita 
and upahasita by middling, characters, and apahasita and atihasita by the 
lower characters. 

Nores.. atihasitam H, V, P; atihasitam correction suggested by Dr. 
Louis H. Gray to remedy the metrical defect in this line. See Addenda, 
p- 150: — Meter: arya (two stanzas). 

[| Bh. 6. 52-60; SD: 228 g-1; Rudr. Srig. 3. 2, 4; Rudr. Kavyal. 15. 12; 
AP. 341. 9b, 10, 11a; Hem. Kavyan. 2, p. 74, 75; Vagbhatal. 5. 24; 
Vagbh. Kavyan. 5, p. 55; Rasatar. 7, p. 59-60; AlamkaraSekhara 20. 17; 
Rasagang. p. 44; Sahityasara 4. 79b. Cf. Regnaud, p. 307. 


& «¢P. 78a; H. 72). 
nidralasyasramaglanimiircha§ ca sahacarinah. 


‘The Transitory States [occurring in connection with the Comic 
Sentiment] are Sleeping, Indolence, Weariness, Weakness, and 
Stupor.’ 


Nores. The word miircha seems to be used here to represent the word 
jadata, and I have so translated it. Theword sahacarinah, ‘ concomitants,’ 
furthermore, is merely a substitute for vyabhicarinah, ‘Transitory States.’ 

{{ Bh. 6, prose after vy. 48; SD. 228f; Rudr. Srag. 3. 44; Vagbh. Kavyan. 
5, p. 55; Rasatar. 5, p. 55; Pratapar. 4. 53, p. 261. Cf. Regnaud, p. 307. 
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THE MarveLous SENTIMENT 


85 (P. 78b, 79; H. 72b, 73). 
atilokaih padarthaih syad vismayatma raso ‘dbhutah 
karmasya sadhuvadasruvepathusvedagadgadah 
harsavegadhrtipraya bhavanti vyabhicarinah. 


‘TheMarvelous Sentiment (adbhuta), whose essence 
is [the Permanent State] Astonishment (vismaya), ‘[is caused] 
by supernatural things [as Determinants]; it has as its result 
(karma) [i. e. as Consequents] exclamations of surprise, weep- 
ing, trembling, sweating, and stammering; the Transitory States 
[occurring in connection with it] are generally Joy, Agitation, and 
Contentment.’ : 


Com. Ex.: Mahavira. 1. 54, p. 38. 

Notes. °vepathu® H, V, P; °vamathu® Hall p. 39.— With. vismaydtma 
compare fokdima in 4. 87 and the compounds of -bha# in 4. 79 and 4. 8o. 
The brevity of Dhanamjaya’s definitions of the Sentiments -necessitates 
this compendious method of naming the corresponding Permanent States. 

{[ Bh. 6, prose and v. 76, 77; SD. 237; Rudr. Srng. 3. 28, 30, 50; Rudr. 
Kavyal. 15. 9, 10; Hem. Kavyan. 2, p. 79; Vagbhatal. 5. 25, 26; Vagbh. 
Kavyan. 5, p. 57; Rasatar. 7, p. 60; 5, p. 55; Candraloka 6. 12; Pratapar. 
4. 53, p. 261; Alamkarasekhara 20, 25, 26;:Rasaratn.. 92,93; Sahityasara 
4. 126. Cf. Regnaud, p. 312-313. 


THE TERRIBLE SENTIMENT 
Mor. oO; TH. 74). 


vikrtasvarasattvader bhayabhavo bhayanakah 
sarvangavepathusvedasosavaicittyalaksanah 
dainyasambhramasammohatrasadis tatsahodarah. 


‘The Terrible Sentiment (bhaydnaka), with Fear, 
(bhaya) as its [Permanent] State (bhava), [results] from 
change of voice, loss of courage, and the like [as Determinants] ; 
it is characterized by trembling of all.the limbs, sweating, being 
parched, and fainting [as Consequents] ; its associated [Transitory 
States] are Depression, Agitation, Distraction, Fright, and ‘the 
like.’ 
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Com. Ex.: fastram etat samut® [unidentified stanza]; Ratn. 2. 3, p. 29 
[quoted also at DR. 2. 92]; svagehat panth° [unidentified stanza]. 

Notes. °vaicittya® H, V, P; °vaivarnya® Hall p. 39— The word sam- 
bhrama is apparently used for the special term dGvega, and the compound 
sammoha for the simple moha; see 4. 32, 35. 

ll Bh. 6, prose and v. 70-73; SD. 235; Rudr. Srng. 3. 20, 24. 48b; 
Rudr. Kavyal. 15. 7, 8; AP. 341. 15b; Hem. Kavy4an. 2, p. 78; Vagbhatal. 
5. 27, 28; Vagbh. Kavy4n. 5, p. 56; Rasatar. 7, p. 60; 5, p. 55; Candraloka 
6. 10; Pratapar. 4. 53, p. 261; AlamkaraSekhara 20. 22, 23; Rasaratn. 94, 
95; Sahityasara 4. 123. Cf. Regnaud, p. 311. 


THE PATHETIC SENTIMENT 
B7 Cr abt, O27 75, 70). 
istanasad anistapteh Sokatma karuno ’nu tam 
nihsvasocchvasaruditastambhapralapitadayah 
svapapasmaradainyadhimaranalasyasambhramah 
visadajadatonmadacintadya vyabhicarinah. 


‘The Pathetic Sentiment (karuna), with [the Perma- 
nent State] Sorrow (Soka) as its essence, [results] from loss of 
something cherished and from attaining of something undesired. 
In consequence of it [there occur] heaving of sighs, drawing of 
sighs, weeping, paralysis, lamentation, and the like [as Conse- 
quents]; the Transitory States [occurring in connection with it] 
are Sleeping, Epilepsy, Depression, Sickness, Death, Indolence, 
Agitation, Despair, Stupor, Insanity, Anxiety, and so forth.’ 


Com. Ex.: Kumarasambhava 4. 3 (loss of something cherished) ; the 
imprisonment of Sagarika in the Ratnavali (attainment of something 
undesired). 

Notes. anistaptch Hall p. 39; anistaptaw H, V, P. I have adopted the 
variant given by Hall, in order to avoid the harsh contrast of ablative 
and locative in parallel expressions. — The word svdpa is used as a sub- 
stitute for nidrd (see 4. 28); in this case there is no metrical reason for 
the change of term. The word Gdhi, which really signifies ‘anxiety, mental 
disturbance,’ is here apparently a representative of the term vyadhi, ‘ Sick- 
ness’ (see 4. 38). As in the preceding section, the regular term dvega is 
replaced by the synonymous designation sambhrama. 

I| Bh. 6, prose and v. 62, 63; SD. 230, 231; Rudr. Srng. 3. 8, 10, 45; 
Rudr. Kavyal. 15. 3, 4; AP. 341. 11b, 12; Hem. Kavyan. 2, p. 76; Vag- 
bhatal. 5. 22; Vagbh. Kavyan. 5, p. 55; Rasatar. 7, p. 60; 5, p. 55; Candra- 
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loka 6. 7; Pratapar. 4. 53, p. 261; AlamkaraSekhara 20. 18; Rasagang. p. 
33; Rasaratn. 90; Sahityasara 4. 92, 93. Cf. Regnaud, p. 308. 


Various MATTERS OMITTED IN THIS WORK 
Beeece. 63; H. 77). 


pritibhaktyadayo bhava mrgayaksadayo rasah 
harsotsahadisu spastam antarbhavan na kirtitah. 


‘The States of Friendship (priti), Devotion (bhakti), and the 
like, [as well as] the Sentiments of Hunting (mrgaya), Gambling 
(aksa), and the like, are not enumerated [in this work] because 
they are clearly included in Joy (harsa), Energy (utsaha), and 
the rest.’ 

Notes. Cf. SD. 241; Rudr. Kavyal. 15. 17-19; Sarasv. 5. 252 (ed. B. 


5. 167); Rasatar. 6, p. 56; Rasagang. p. 45-46; Rasaratn. 5, com.; 
Sahityasara 4. 134. 


Somer. o4; H. 78). 


sattrimsad bhisanadini samadiny ekavimSatih 
laksmasamdhyantarangani salamkaresu tesu ca. 


‘The thirty-six [subdivisions] beginning with Ornament (bha- 
sana), and the twenty-one [subdivisions] beginning with Concilia- 
tion (saéman)—which are subdivisions [respectively] of the Char- 
acteristic Features (laksman=laksana) and the Special Junc- 
tures (samdhyantara)—are also [not separately enumerated be- 
cause they are included] in these [States of Joy, Energy, and the 
rest] and their embellishments (alamkara).’ 

Com. Bh. 19. 53b; Bh. 16. ra (=17. 1a, ed. Regnaud, Annales du 
Musée Guimet, vol. 1, Paris, 1880, p. 88). 


Notes. laksyasamdhyantarangani H, V, P; laksmasamdhyantarakhyani 
Hall p. 390. I adopt Hall’s variant reading of the first word, as laksya° 
is probably merely a copyist’s error for laksma°, due to the similarity of 
y and m in the Nagari character. The word laksman is here equivalent 
to laksana, which is the usual designation of the subdivisions referred to. 
— Cf. Lévi, p. 95, 104. 
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CoNCLUSION OF THE FourTH Book 
Ce i ee Soro) 
ramyam jugupsitam udaram athapi nicam 
ugram prasadi gahanam vikrtam ca vastu 


yad va ”pya vastu kavibhavakabhavyamanam 
tan nasti yan na rasabhavam upaiti loke. 


‘Whether one take] a subject that is delightful or disgusting, 
exalted or lowly, cruel or kindly, obscure [as in the original 
story] or adapted [to be more intelligible], or whether one take 
a subject originated by the imagination of a poet, there is no 
[subject] that can not succeed in conveying Sentiment among 
mankind.’ 


Notes. Meter: vasantatilaka. 


CONCLUSION OF THE ENTIRE WorkK 
gt (P.86; H. 80). 


Visnoh sutenapi Dhanamjayena 
vidvanmanoraganibandhahetuh 
aviskrtam MunjamahiSsagosthi- 
vaidagdhyabhaja DaSariipam etat. 

‘This DaSaripa, [which will be] the cause of [the prepa- 
ration of] literary productions of interest to the discerning, was 
given to the world by Dhanamjaya, son of Visnu, whose intelli- 
gence was derived from discourse with the sovereign lord Mufija.’ 


Notes. °bhaja H, V, P; ° bhavad Hall p. 39.— Meter: indravajra. 


APPENDIX 
CLASSIFICATION OF THE SIXTEEN TYPES OF HEROINE 


The following diagram shows Dhanamjaya’s classification of 
the types of Heroine, the numbers indicating the sixteen varieties. 
See DR. 2. 24-35. 





Heroine 
own wife or beloved another’s courtezan 
(16) 
maiden married woman 
(14) (15) 

[ee Ese Nees = Fest ns FARE SSS RA, Oak LL IELa? eapean WOME 
inexperienced partly experienced experienced 
(1) | 

self-controlled partly self-controlled lacking in self-control 
older younger oF younger sides younger 
(2) (3) (4) (5) (6) (7) 
self-controlled partly self-controlled lacking in self-control 
older younger older younger older younger 
(8) (9) (10) (11) (12) (13) 
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ADDENDA 


3. 40, p. 93. The concluding words of this line would seem to prescribe 
merely that anything otherwise prohibited, such as the matters mentioned 
in this and the preceding section, could be represented on the stage if 
absolutely necessary to the development of the plot. According to the 
commentary, however, the ‘inevitable’ consists of religious duties: 
aGvasyakam tu devapitrkaryadyavasyam eva kvacit kurydt. Dhanika’s in- 
terpretation may be authoritative, but I am inclined to think that he is 
reading a technical meaning into a perfectly simple statement. 


4. 24, p. 116. Dr. Charles J. Ogden suggests, in view of the phrase 
svasthyabhydsasamuttha ... smrtir at Bh. 7. 54, that Dhanamjaya may 
have written °arthabhydsinyam. In that case the rendering would be: 
“Recollection [is to be understood] in the sense of dwelling on a thing.’ 
—JI have no authority for my rendering of bhdsini as ‘mental impression,’ 
but this signification seems quite natural, as the root bhds, ‘to shine,’ has 
also the figurative meaning ‘to imagine, conceive of.’ 


4. 60, p. 133. Through the kindness of Dr. Franklin Edgerton, of Johns 
Hopkins University, I am able to add still another passage enumerating 
the traditional ‘ten stages’ of unrequited love. It occurs in a MS. of the 
Vikramacarita, in the Ninth Story, directly after the passage (ending 
prapnoti sma) quoted by Weber, Indische Studien, 15. 338, n. 4. Although 
evidently originally a gloss, it is imbedded in the text in this MS. The 
passage reads: 


nayanapritih prathamam cittdsangah tato ’tha samkalpah 
nidrachedas tanuta visayanivrttis trapandsas tan mado ’pi ca 
mircha mrtir etah smaradasaddaSaiva syuh. 


(MS. I: 317 of the Wiener Universitats-Bibliothek; composite MS. in 
Sarada ‘characters; the Vikr. text occupies fol. 248-373; this passage is 
on fol. 319b, or fol. 71 b of the Vikr. selection, whose pages are also num- 
bered separately. ) 


4. 83, p. 144. As it stands in the printed texts, the first half of the 
second arya stanza is defective, lacking one syllabic instant. At SD. 228, 
where these lines are quoted, Dviveda and Parab attempt to remedy this 
defect by inserting ca before bhavaty (ed. Bombay, 1902, 3. 219, p. 176). 
This will not do, however, for according to Pingala (4. 14) the sixth foot 
must be either u— vu or UUUY, whereas the addition of ca would give 
UuVU—. (Cf. Weber, Indische Studien, 8. 201.) At the suggestion of 
Dr. Louis H. Gray (letter of July 12, 1912) I have adopted the correction 
atihasitam. ‘The form ati- exists as a parallel to ati- in aticadra, atireka, 
ativada, atisdra. This prefix is probably a loc. sg. of *at-; on the variation 
between 7 and 7 in the loc. sg. see Lanman, ‘ Noun-inflection in the Veda,’ 
JAOS. to (1880), p. 426, and Wackernagel, Altindische Grammatik, 2. 1. 132 
(Gottingen, 1905). 
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INDEX OF SANSKRIT TECHNICAL TERMS 


The numbers refer to pages. 


The most important references — those 


to definitions of dramaturgic terms or to other important mentions of 


them — are printed in heavy-faced type. 


The English equivalents adopted 


in this volume for the native technical terms are distinguished by the use 


of initial capital letters. 


A 

aksa, Gambling, 147 

anka, Act, 36, 90, 91, 93-04 

anka = utsrstikGnka, 4, 104 

ankamukha = ankasya, 34, 35 

ankavatara, Continuation-scene, 34, 
36 

ankasya, Anticipatory Scene, 34, 35 

ajjuka, form of address, 77 

atihasita, Convulsive Laughter, 144 

adbhuta, Marvelous Sentiment, 74, 
92, 128, 145 

adhama, adham4a, 58, 67, 75 

adhibala, Outvying, 84, 86 

adhibala, Outwitting, 20, 22, 23 

adhira, heroine lacking in self-con- 
trol, 50, 51 

anukila, ‘faithful’ hero, 44 

anubhava, Consequent, 59, 92, 106, 
107, 108, 129 

anuma(na), Deduction, 20, 22 

anusamdhi, Sub-juncture, 90 

anyadiyd, anyastri = anya (4q. v.) 

anya, [a woman who is] another’s, 
as heroine, 48, 52 

apavada, Censure, 25 

apavarita, Confidence, 37-38 

apasmara, Epilepsy, 110, 118-119, 
146 

apahasita, Uproarious Laughter, 144 

abhibala (SD.), misprint for adhi- 
bala, 22 

abhilasa, Longing, 132, 133, 134 

abhilasa, variety of wvipralambha, 
135 
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abhisamdhita=kalahantarita, 56, 139 

abhisarika, type of heroine, 57 

abhitaharana, Mis-statement, 20 

amarga, Indignation, 110, 115, 142 

amba, form of address, 77 

ayoga, Privation, 131, 132-134, 139 

arthaprakrti, Element of the Plot, 
Q, II 

arthavrtti, Style of Procedure, 67, 
73; 74 

arthopaksepaka, Intermediate Scene, 
33, 36 

alasataé = Glasya, 110, 120, 131, 144, 
146 

avapata(na), Tumultuous Disturb- 
ance, 72, 73 

avamarsa, Pause, II, 24, IOI, 102 

avalagita, Continuance, 82, 84, 85 

avastha, Stage of the Action, 9, It 

avasyandita, Re-interpretation, 84, 
87 

avahittha, Dissimulation, 110, 121 

asru, Weeping, 108 

asatpralapa, Incoherent Chatter, 84, 
87 : 

asiiya, Envy, 110, 115, 142 


A 


akasabhasita, Conversation with Im- 
aginary Persons, 38, 98 

aksipta, Gksepa, Revelation, 20, 23- 
24 

adhya = pragalbha, 49, 50, 51, 97 

adtmagata = svagata, 37 

ddana, Summary, 25, 28 
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Gdhikarika, Principal Subject, 6, 89 

Gnanda, Bliss, 29, 30 

abhasana = bhasana, 29, 31 

amukha, Introduction, 81, 82, 88, 
102 

adyusmant, form of address, 76 

Grabhati, Horrific Style, 71, 72 

Grambha, Beginning, 9, 10, 12 

Grya, form of address, 76 

alambana-vibhava, Fundamental De- 
terminant, 107 

Glasya, Indolence, 110, 120, 131, 144, 
146 

dvega, Agitation, 110, 120, 142, 145, 
146 

avesa (AP.) = Gvega (q. v.) 

asinapathya, form of lasya, 99 


I 
irsya, jealousy, 135, 136, 139 
irsyd, variety of vipralambha, 135 
irsyd = astyd, 110, 115, 142 
thamrga, form of drama, 4, 104-105 


U 


uktapratyukta, form of ldsya, 99 

ugratad, Cruelty, 110, 114, 131, 142 

utkanthita =virahotkanthita, 55, 139 

utkaé = virahotkanthita, 55, 139 

uttama, 58 

uttamottamaka, form of lasya, 99 

utthapaka, Challenge, 70, 71 

utsaha, Energy, 124, 141 

utsuka = autsukya, 110, 123, 134 

utsrstikanka, form of drama, 4, 104 

udatta, ‘exalted’ hero, 40, 41, 42, 
89, 102 

udaharana, udahrti, Exaggeration, 
20, 21 

udghatya(ka), Abrupt Dialogue, 82, 
84 

uddipana-vibhava, Excitant Deter- 
minant, 107 

uddhata, ‘vehement’ hero, 40, 42, 
45, IOI, 105 

udbheda, Disclosure, 12, 14 
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udvega, Dismay, 20, 23 

udvega, Distress, 132 

unmada, Insanity, 110, 122, 132, 146 

upaksipta = aksepa, 20, 23-24 

upaksepa, Suggestion, 12 

upagithana, Unforeseen 
stance, 29, 31 

upanydsa, Intimation 16, 19 

upasamhara = kavyasamhara, 29, 32 

upasamhrti = nirvahana, 11, 28, 92, 
98 

upasthita (Bh.), error for upakgipta, 
24 

upahasita, Laughter, 144 

upeksa, Indifference, 137 


AU 
augrya = ugratd, 110, 114, 131, 142 
autsukya, Impatience, 110, 123, 134 
audarya, Dignity, 59, 62 
audarya, Magnanimity, 46, 48 


K 


kathodghata, Opening of the Story, 
82, 83 

kanisthé, younger heroine, 52 

karana, Activity, 12, 15 

karuna, Pathetic Sentiment, 74, 104, 
128, 146 

karuna, variety of vipralambha, 135, 
139 

kalahdntaritd, type of heroine, 56, 
139 

kanti, Loveliness, 59, 61 

karya, Dénouement, 8, 9, 31 

kavyasamhara, Termination, 29, 32 

kilakincita, Hysterical Mood, 59, 63 

kuttamita, Pretended Anger, 59, 64 

kutihala (Pratapar.), quality of the 
heroine, 59 

kupitaé = kalahantarita, 56, 139 

kulastri (Bh.), type of heroine, 48 

krti, Confirmation, 29, 31 

kaisiki, Gay Style, 67, 68, 98, 102, 
103 

krama, Progress, 20, 21-22 


Circum- 
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krodha, Anger, 124, 142 
ksiptt = Gksepa, 20, 23-24 
ksipra (Bh.), error for Gksipta, 24 


KH 


khandita, type of heroine, 55, 139 
kheda (SD.), Lassitude, 26 


G 


ganikd, courtezan, 48, 53, 75, 77, 95 

ganda, Abrupt Remark, 84, 87 

garbha, Development, I1, 20, 24, 101 

garva, Arrogance, I10, 115, I41 

gambhirya, Poise, 46, 47 

gunakathé, Enumeration of Merits, 
132 

geyapada, form of ldsya, 99 

grathana, Hint, 29, 30 

glani, Weakness, 110, I1I, 134, 144 


GH 
ghatikd, period of time, 102 


Le 


cakita (Pratapar.), quality of the 
heroine, 59 

capala(ta) = c&pala, 110, 123, 142 

calana (Pratapar.) = chalana, 25, 27 

capala, Inconstancy, 110, 123, 142 

cintana, cinta, Anxiety, 110, 114, 132, 
134, 146 

célikd, Intimation-scene, 34, 35 

ceti, servant, 77 


CH 
chala, Deception, 84, 86 
chalana, Humiliation, 25, 27 
chadana (SD.) =chalana (q. v.) 


sh 
jadata, Stupor, I10, 113, 132, 144, 
146 
jananta, janantika, Personal Ad- 
dress, 37 
javanika = yavanika, 35 
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jadya = jadata (q. v.) 

jugupsa, Disgust, 124, 131, 141 
jyestha (= uttama), 67 

jyestha, older heroine, 52 


D 
dima, form of drama, 4, 100-101 


4h 


tarka, Deliberation, II0, 121 

tandava, wild dance, 2, 5 

tata, form of address, 76 

tapana (SD.), Torment, 17 

tejas, Sense of Honor, 46, 47 

totaka, Quarrel, 20, 23 

trdsa, Fright, 110, 114, 145 

trigata, Triple Explanation, 84, 85 

trigidha, form of lasya, 99 

tripatakad, gesture with the hand, 37 

trivarga, three objects of existence, 
8, 95 

trotaka = totaka, 20, 23 


D 


daksina, ‘clever’ hero, 42, 43, 44 

dana, Gift-giving, 137 

divya (Bh.), type of heroine, 48 

dipti, Radiance, 59, 61 

deva, form of address, 77 

desin, ‘popular style,’ 5 

dainya, Depression, I10, 113, 145, 
146 

dyuti, Rebuke, 25, 26 

dyuti = narmadyuti, 16, 17 

drava, Contempt, 25, 26 

dvigitdha, form of lasya, 99 


DH 
dhira, self-controlled hero, 41 
dhiralalita, ‘light-hearted’ hero, 40, 
41, 66, 96 
dhirasanta, ‘calm’ hero, 40, 41, 42, 
95 
dhira, self-controlled heroine, 50, 
51 
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dhiradhiré (= madhy@), partly self- 
controlled heroine, 50, 51 

dhirodatta, ‘exalted’ hero, 40, 41, 
42, 89, 102 

dhiroddhata, ‘vehement’ hero, 40, 
42, 45, IOI, 105 

dhrti, Contentment, II0, 112, i4I, 
145 

dhrsta, ‘shameless’ hero, 42, 43, 44 

dhairya, Self-control, 59, 62 

dhairya, error for sthairya, 46 


N 


nata (= nartaka), actor, 79, 127 

nati, actress, 76, 82 

nati, Humility, 137 

nartaka ( =nata), actor, 79, 127 

narmagarbha, Development of Af- 
fection, 68, 69 

narmadyuti, Amusement, 16, 17 

narman, Joke, 16, 17 

narman, Pleasantry, 68 

narmaspunja, °sphanja, °sphija, 
°sphinja, variants of narmasphirja 

narmasphirja, Outburst of Affec- 
tion, 68, 69 

narmasphota, Disclosure of Affec- 
tion, 68, 69 

nataka, typical form of drama, 4, 79, 
04 

natika, form of drama, 95-98 

natya, Drama, 3 

nandi, benediction, 80 

nayaka, Hero, 40-44, 89, 94-95, 96, 
97, 100, IOI, 102, 104, 105, 127 

nayikd, Heroine, 48-58, 127, 149 

nalika, Enigma, 84, 87 

nalika, period of time, 102, 103 

nidra, Sleeping, 110, 117, 144, 146 

nidhana (Rasatar.) = marana,. 110, 
TLOM TOI 132.140 

niyatapti, Certainty of Success, 9, 
10 

nirodha(na), Frustration, 16, 18 

nirnaya, Narration, 29, 30 

nirvahana, Conclusion, 11, 28, 92, 98 
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nirveda, Discouragement, I1I0, 120, 
134 

nirveda = Sama, 124, 125 

nrtta, Dancing, 5 

nrtya, Pantomime, 5 

nrpapatni (Bh.), type of heroine, 48 

netr = ndyaka (aq. v.) 


1 


pataka, Episode, 7, 9, 20, 44, 90 

patakasthanaka, Episode-indication, 
7, 94 

parakiya = anya, 48, 52 

parikara, parikriya, Enlargement, 12, 
13 

parinydsa, Establishment, 12, 13 

pariparsvika (SD.) =méarsa, 76, 82 

paribhéva(na), Surprise, 12, 14 


paribhadsana, paribhasa, Conversa- 
tion, 29, 30 

parivartaka, Change of Action, 70, 
71 


parisarpa, Pursuit, 16 

paryupasana, paryupasti, Courtesy, 
16, 18 

patra, character, 80 

pithamarda, Attendant, 44 

puspa, Gallantry, 16, 18 

puspagandika, form of lasya, 99 

purvabhava, Anticipation, 29, 31 

pirvaranga, Preliminaries, 79, 85, 
86 

piirvavakya (SD.), 32 

purvanuraga, variety of vipralam- 
bha, 135 

prakarana, form of drama, 4, 94- 
95, 96 

prakaranika, 96 

prakari, Episodical Incident, 7, 9, 90 

prakasa, Aloud, 37 


pragana(na) (Bh.) = pragamana, 
16, 18 
pragamana, pragayana, Response, 


16, 18 
pragalbhataé, Courage, 50, 62 
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pragalbha, ‘experienced’ heroine, 
49, 50, 51, 97 

pracchedaka, form of lasya, 99 

pranaya, fondness, 135, 139 

pratinayaka, Opponent of the Hero, 
45, 105 

pratinayika (Hem. Kavyan.), 45 

pratimukha, Progression, II, 15 

pratiseda (SD.), Obstruction, 28 

prathamakalpa, 38 

praparca, Compliment, 84, 85 

prabodha = vibodha, 110, 118 

prayatna, Effort, 9, 10, 15 

prayogatisaya, Particular Presenta- 
tion, 82, 83-84 

brarocand, Foresight, 25, 27 

prarocanad, Laudation, 81 

pralaya, Fainting, 108 

pralapa, Raving, 132 

pravatsyatpatikad, type of heroine, 
EY/ 

pravartaka = pravrttaka, 82, 83 

pravasa, Absence, 135, 138, 139 

pravrttaka, Entrance of a Character, 
82, 83 

pravesa(ka), 
34, 94, 103 

prasasti, Benediction, 24, 29, 32 

prasanga, Reverence, 25, 26 

prasdda, Graciousness, 29, 30 

brastavana ( = dmukha), Induction, 
81, 82, 88, 102 

prahasana, Farce, 4, 53, 54, 81, 82, 
99-100 

pragalbhya = pragalbhata, 50, 62 

brapti, Success, 12, 13 

braptisambhava, praptyasa, Prospect 
of Success, 9, 10, 20 

prarthana(Bh., SD.), Invitation, 24 

prasangika, Incidental Subject, 6, 7 

priti, Friendship, 147 

brositanatha, ° priya, ° preyasi, °bhar- 
trka, type of heroine, 57, 139 

prosyatpatika, type of heroine, 57 

pbraudha = pragalbha, 49, 50, 51, 97 
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PH 


phalayoga, phalagama, Attainment 
of the Result, 9, 10 


B 

bindu, Expansion, 8, 9, I5, 9I, 94, 
103 

bibboka,. Affected Indifference, 50, 
64 

bija, Germ, 8, 9, 12, 13, 14, 15, 20, 
24, 28, 80, 94 

bibhatsa, Odious Sentiment, 74, 128, 
141-142 

BH 

bhakti, Devotion, 147 

bhagavant, form of address, 76 

bhatta, form of address, 77 

bhaya, Fear, 124, 145 

bhayanaka, Terrible Sentiment, 74, 
128, 145 

bhayotkarsa, used for bhayanaka, 
128 

bhavati, form of address, 77 

bhana, Monologue, 4, 38, 98, 103, 
104 

bharati, Eloquent Style, 73, 80, 81, 
98 

bhava, Feeling, 59, 60 

bhava, State, 108 

bhava, form of address, 76 

bhasana, bhasa, Expression of Satis- 
factiona2Oi sa 

bhiisana, Ornament, 147 

bheda, Dissension, 137 

bheda, Incitement, 12, 15 


M 


mati, Assurance, I10, 119, I4I 

mada, Intoxication, I10, 117, 142 

madhya, madhyamda, 58, 67 

madhya, ‘partly experienced’ hero- 
ine, 49, 50, 51 

madhya, ‘partly self-controlled’ her- 
oine, 50, 51 

mantrin, minister, 65, 66 
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marana, Death, 110, 116, 131, 132, 
146 

mahdanataka, form of drama, 94 

mddhurya, Equanimity, 45, 46, 47 

madhurya, Sweetness, 59, 61 

mana, Resentment, 135-137 

marisa (SD.) = marsa, 76, 82 

marga, ‘high style,’ 5 

marga, Indication, 20, 21 

marsa, title of the stage-manager’s 
assistant, 76, 82 

mukha, Opening, 11, 12, 28, 80, 98 

mugdha, ‘inexperienced’ heroine, 
49, 97 

mrgaya, Hunting, 147 

mrdava, Mildness, 84, 88 

mottayita, Silent Expression of Af- 
fection, 50, 64 

moha, Distraction, 110, 119, 145 


Y 


yatna = prayatna, 9, 10, 15 
yavanika, curtain, 35 
yukti, Resolve, 12, 13 


R 


ranga, audience, 80 

rati, Love, 124, 130 

rasa, Sentiment, 4, 91, 92, 96, 98, 100, 
IOI, 102, 103, 104, 106, 126, 127, 
128, 129, 148 

rasantara, Diversion, 137 

rasika, spectator, 106, 126, 127 

ripu, used for pratindyaka, 45 

ripa, Show, 3 

riipa, Supposition, 20, 21 

ripaka, Representation, 4 

romanca, Horripilation, 108, 129 

raudra, Furious Sentiment, 74, 101, 
128, 142 

LE, 

laksman (=lakgsana), 
istic Feature, 147 

lalita, ‘light-hearted’ hero, 40, 41, 
66, 96 


Character- 
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lalita, Lightheartedness, 46, 48 
lalita, Lolling, 59, 65 

lasya, Gentle Dance, 2, 5, 98, 99 
lila, Sportiveness, 59, 62, 140 


Vv 


vajra, Thunderbolt, 16, 19 

vatsa, form of address, 76 

varnasamhara, Combination of the 
Castes, 16, 19 

vastu, Subject-matter, 6, 7, 33, 36, 
80, 88, 92, 96, 98, 100, IOI, 102 

vastitthana, vastitthapana, Produc- 
tion of a Matter, 72 

vakkeli, Repartee, 84, 86 

vasakasajjd, °sajjika, °sajjita, type 
of heroine, 55 

vikrta = vihrta, 59, 65 

vicalana, Boastfulness, 25, 28 

vicchitti, Tastefulness, 59, 63 

vita, Parasite, 45, 98 

vitarka = tarka, 110, 121 

vidiisaka, Jester, 45, 77, 82 

vidrava, Tumult, 25 

vidrava = sambhrama, 23, 25 

vidhana, Conflict of Feelings, 12, 14 

vidhuta, vidhita, vidhrta, Unre- 
quitedness, 16, 17 

viprayoga, Separation, 131, 135-139 

vipralabdha, type of heroine, 56, 139 

vipralambha, form of Srngara, 131, 
135 

vibodha, Awakening, I10, 118 

vibodha, Vigilance, 29 

vibhaéva, Determinant, 92, 106-107, 
129, 130 

vibhrama, Confusion, 59, 63 

vimarsa, vimarsa—=avamarsa, II, 
24, IOI, 102 

virahotkanthita, type of heroine, 55, 
139 

virodha (Pratapar.) = vibodha, 29 

virodha (Bh.), 27 

virodha (SD., Pratapar.), 18 

virodhana, Opposition, 25, 27 

vildsa, Amorousness, 16 
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vilasa, Delight, 59, 63 

vilasa, Vivacity, 45, 46 

vilobhana, Allurement, 12, 13 

vivuoka (SD.) = bibboka, 59, 64 

visdda, Despair, 110, 122, 146 

viskambha(ka), Explanatory Scene, 
34, 90, 91 

vismaya, Astonishment, 124, 145 

vihasita, Laughing, 144 

vihrta, Bashfulness, 59, 65 

vithi, form of drama, etc., 4, 81, 82, 
84, 100, 103 

vithyangani, subdivisions of the 
vithi, 82, 84-88 

vira, Heroic Sentiment, 74, 92, 98, 
102, 128, 141 

vrtti, Style (of Procedure), 67, 73, 
74, 100, 102 

vepathu, Trembling, 108 

vaivarnya, Change of Color, 108 

vaisvarya, Change of Voice, 108 
(cf. vikrta-svara, 145) 

vyabhicarin, Transitory State, 92, 
106, 109, I10, 125, 120, 131 

vyavasaya, Assertion, 25, 27 

vyadhi, Sickness, 110, 122, 142, 146 

vyayoga, Military Spectacle, 4, roz 

vyahara, Humorous Speech, 84, 88 

vyahara (Bh.), 26 

vrida, Shame, 110, 118 


la 


S 
Sakti, Placation, 25, 26 
Sanka, Apprehension, 110, 111, 142 
Satha, ‘ deceitful’ hero, 42, 43, 44 
Sama, Alleviation, 16, 17 
§ama, Tranquillity, 124, 129 
Samaprakarsa, used for Sdantarasa, 
129 
Santa, ‘calm’ hero, 40, 41, 42, 95 
Santa(rasa), Quietistic Sentiment, 
129 
$rngara, Erotic Sentiment, 74, 92, 
96, 98, 103, 128, 130-140 
Soka, Sorrow, 124, 139, 146 
Sobha, Beauty, 59, 61 
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Sobha, Beauty of Character, 45, 46 
Srama, Weariness, I10, 112, 144 


S 


samyoga = sambhoga, 131, 140 

samlapaka, Discourse, 70 

samhatya (SD.) =samghatya, 70, 
aL 

samksipti( ka), Compression, 72 

samgraha, Propitiation, 20, 22 

samghataka, samghatya(ka), Breach 
of Alliance, 70, 71 

samcarin, used for vyabhicarin, 129 

samjvara, Fever, 132 

sattvabhava, Involuntary State, 78, 
106, 108, 131 

samdhi, Junction, 29 

samdhi, Juncture, 11, 90, 98, Io1, 
102, 105 

samdhyantara, Special Juncture, 147 

samaya, Deliverance, 29, 31 

samavakara, form of drama, 4, 102- 
103 

samddhana, Settling, 12, 14 

sampheta, Altercation, 25 

sampheta, Conflict, 72 

sambhoga, Union, 131, 140 

sambhrama, Consternation, 20, 23 

sativati, Grandiose Style, 70 

sativika (bhava), Involuntary State, 
78, 106, 108, 131 

sadhdranastri, courtezan, as heroine, 
48, 53 

sdman, Conciliation, 136, 137, 147 

sugrhitabhidha, form of address, 76 

supta, supti, susupta, Dreaming, 110, 
117 

siittradhara, Stage-manager, 76, 70, 
82, 83, 84, 88 

siitrabhrt, used for siitradhara, 76, 
88 

sitrin, used for siitradhara, 76, 83 

saindhava, form of lasya, 99 

stambha, Paralysis, 108, 120 

sthapaka, Introducer, 79, 80 
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sthayin, Permanent State, 92, 106, 
109, 124-127, 129, 131 

sthitapathya, form of lasya, 99 

sthairya, Firmness, 46, 47 

smaya = vismaya, 124, 145 

smita, Gentle Smile, 144 

smrti, Recollection, 110, 116, 132, 
142 

svakiya = sua, 48, 49, 95 

svagata, Aside, 37 

svapna = supta, I10, 117 

sva, [the hero’s] own wife, as hero- 
ine, 48, 49, 95 

svada, Charm, 128 

suddhinapatika, °bhartrka, type of 
heroine, 54 
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svamin, form of address, 77 
Sviyd = svd, 48, 49, 95 
sveda, Sweating, 108 


H 


haiije, form of address, 77 

harsa, Joy, 110, 113, 141, 145 

hala, form of address, 77 

hasita, Smile, 144 

hasita (Pratapar.), quality of the 
heroine, 59 

hava, Emotion, 59, 60 

hasa, Mirth, 124, 143 

hasya, Comic Sentiment, 74, 100, 
128, 143-144 (cf. 68) 

hela, Passion, 59, 60 
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The numbers refer to pages. 


The most important references—those to 


definitions of dramaturgic terms or to other important mentions of them— 


are printed in heavy-faced type. 


The English equivalents adopted in this 


volume for the native technical terms have all been included in this index. 
They are printed with initial capital letters and are followed by the cor- 


responding Sanskrit words. 


A 


Abhinavagupta, interpretation of 
varnasamhara by, 19 

Abrupt Dialogue, udghdtyaka, 82, 
84 

Abrupt Remark, ganda, 84, 87 

Absence, pravdsa, 135, 138, 139 

Act, anka, 35, 36, 90, 91, 93-94 

Activity, karana, 12, 15 

actor, nata, nartaka, 79, 127 

actress, nati, 76, 82 

acts, number of, in the various 
kinds of drama, 94, 96, 98, Io1. 
102, 105 

adaptation of a plot, 89 

address, prescribed modes of, 76, 
77 

adverb, as member of locative ab- 
solute phrase, 139 

adverbs, numeral, adjectival use of, 
Xxxii 

Affected Indifference, bibboka, 509, 
64 

Agitation, dvega, I10, 120, 142, 145, 
146 

Alleviation, fama, 16, 17 

Allurement, vilobhana, 12, 13 

Aloud, prakasa, 37 

Altercation, sampheta, 25 

AmaruSataka, quoted in DR. com.,, 
XXXVi 
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Amitagati, Jain author, a contem- 
porary of Dhanamjaya, xxvi 
Amoghavarsa, epithet of King 
Mufija, xxi 

Amorousness, vildsa, 16 

Amusement, (narma) dyuti, 16, 17 

Anargharaghava, quoted in DR. 
com., XXXVi 

Anger, krodha, 124, 142 

anger, manifestations of, on the 
part of heroines, 49, 50, 5I 

Anticipation, pirvabhava, 20, 31 

Anticipatory Scene, avikdsya, 34, 35 

Anxiety, cintd, 110, 114, 132, 134, 
146 

Apprehension, favikd, 110, 111, 14 

Arjuna, as a character, 127 

Arjunavarman, Paramara ruler and 
author, quotes a stanza by 
Muiija, xxiii 

Arrogance, garva, 110, 115, 141 

asamgati, rhetorical fault, 87 

Aside, svagata, 37 

Assertion, vyavasaya, 25, 27 

Assurance, mati, II0, I19, I41 

Astonishment, vismaya, 124, 145 

astrology, indications of prevalent 
belief in, 118, 122 

Attainment of the Result, phala- 
yoga, 9, 10 

Attendant, pithamarda, 44 


> 


< 
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audience, ranga, 80 
Awakening, vibodha, 110, 118 


B 


Baliraja, Cahamana chief, defeated 
Mufija, xxii, n. 4 
Ballala, see Bhojaprabandha 
Bana Bhatta, the Mahasvetavarna- 
navasara of, mentioned in DR. 
com., XXXVii 
Bashfulness, vihrta, 50, 65 
Beauty, fobha, 50, 61 
Beauty of Character, fobhd, 45, 46 
Beginning, drambha, 9, 10, 12 
Benediction, prasasti, 24, 20, 32 
benediction (ndndi), 80 
Bharata, 1, 2, 78 
BhiaratiyanatyaSastra, relation of 
DR. to the, xxvii, xxviii 
quoted in DR. com., xxxvii 
four books of the, published by 
Hall, xl 
inaccuracy of Hall’s' text of the, 
xl, 24, 104 
Bhartrhari, a stanza by Mufija in- 
cluded in the Centuries of, 
Xxili 
the Centuries of, quoted in DR. 
com., xxxvi 
a treatise by, quoted in DR. com.. 
XXXVii 
Bhojadeva, reputed 
Sarasv., xxiii, n. 2 
Bhojaprabandha, legendary account 
of Mufija in the, xxii, n. 4 
verses attributed to Mufija in the, 
Xxili, n. 3 
inclusion of an older stanza in 
the, xliv, 113 
Bliss, Gnanda, 20, 30 
Boastfulness, vicalana, 25, 28 
Bohtlingk, Otto, marginal annota- 
tions of, in his copy of DR., 
xliv 
Brahma, as creator of dramatic sci- 
ence, 2 


author of 
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Breach of Alliance, samghdtya, 70, 
71 

Brhatkatha, mentioned in DR. com., 
XXXVI, 39, 124 

mentioned in DR., 38 

Brhatkathamafijari, lines from the, 

interpolated in DR. com, 
XXXlii, 39 


C 

ca, peculiar position of the word, 
74 

‘calm’ hero, §dnta, 40, 41, 42, 95 

Censure, apavdda, 25 

Certainty of Success, niyatapti, 9, 
10 

Chalitarama, drama, quoted in DR. 
com., XXXVii 

Challenge, utthapaka, 70, 71 

Change of Action, parivartaka, 70, 
q1 

Change of Color, vaivarnya, 108 

Change of Voice, vaisvarya, 108 

character, patra, 80 

Characteristic Feature, 
147 

Charm, svdda, 128 

‘clever’ hero, daksina, 42, 43, 44 

Combination of the Castes, varna- 
samhara, 16, 19 

Comic Sentiment, hdsya, 74, 100, 
128, 143-144 (cf. 68) 

Compliment, prapajica, 84, 85 

Compression, samksipti, 72 

Conciliation, sdman, 136, 137, 147 

Conclusion, nirvahana, 11, 28, 92, 
08 

Confidence, apavarita, 37-38 

Confirmation, krti, 29, 31 

Conflict, sampheta, 72 

Conflict of Feelings, vidhana, 12, 
14 

Confusion, vibhrama, 50, 63 

Consequent, anubhdva, 59, 92, 106, 
107, 108, 129 

Consternation, sambhrama, 20, 23 


laksman, 
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contemporaries of Dhanamjaya, 
XxXiv-xxVi 
Contempt, drava, 25, 26 
Contentment, dhrti, I10, 112, I4I, 
145 
Continuance, avalagita, 82, 84, 85 
Continuation-scene, ankdvatdra, 34, 
36 
conventional 
37 
Conversation, paribhdsana, 20, 30 
Conversation with Imaginary Per- 
sons, Gkdsabhasita, 38, 98 
Convulsive Laughter, atihasita, 144 
copulative compounds, words arbi- 
trarily grouped in, xxx 
costumes, to be characteristic of a 
special region, 74 ’ 
Courage, pragalbhata; 50, 62 
Courtesy, paryupdsana, 16, 18 
courtezan, ganikd (vesyd), 48, 53, 
75, 77; 95 
Cruelty, ugratd, 110, 114, 131, 142 
curse, separation of lovers by a, 138 
curtain, speaking from behind a, 35 


gesture (tripatakd), 


D 


Dancing, urtta, 5 
DaSartpa, name of the, xxi, n. 1 
date of the, xxi 
relation of the, to Bh. xxvii, 
XXViii 
quotations from the, in Pratapar.. 
“XxXviii 
SD. largely dependent on the, 
XXVili 
style of the, xxvili-xxix 
commentaries on the, xxxii, n. 2 
defends the ‘ten stages’ of un- 
requited love, 134 
(See also the table of contents.) 


Dasgaripavaloka, authorship and 
date of the, xxxii-xxxiv 

character and value of the, 
XXXV 
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quotations in the, xxxv-xxxix, 


xliii-xliv 

Death, marana, 110, 116, 131, 132, 
146 

death, usually not to be repre- 


sented, 93, 105 
Erotic Sentiment not possible in 
case of actual, 139 
‘deceitful’ hero, Satha, 42, 43, 44 
Deception, chala, 84, 86 
Deduction, anumdna, 20, 22 
Deliberation, tarka, 110, 121 
Delight, vildsa, 50, 63 
Deliverance, samaya, 20, 31 
Dénouement, kdrya, 8, 9, 31 
Depression, dainya, 110, 113, 145, 
146 
Despair, visdda, 110, 122, 146 
Determinant, vibhdva, 92, 106-107, 
120, 130 
Development, garbha, 11, 20, 24, 
IOI 
Development of Affection, narma- 
garbha, 68, 69 
Devotion, bhakti, 147 
-dhd, adjectival use of adverbs in, 
XXXii 
Dhanamjaya, time of, xxi 
contemporaries of, xxiv-xxvi 
stanza by, in Skm., xxiv 
theory of the identity of, with 
Dhanika, xxxili 
Dhanamjaya, son of Vasudeva, 
xxiv, n. 4 
Dhanapila, lexicographer, contem- 
porary of Dhanamjaya, xxiv- 
XXV 1 
Dhanika, quotes a stanza by Mufja, 
Xxili 
a contemporary of Dhanamjaya. 
XXiV : 
theory of the identity of, with 
Dhanamjaya, xxxiii_ 
often named as author of DR.. 
XXXiil 
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works of, xxxiv 
quotes stanzas of his own in DR. 
com., XXxvii 
DR. com. by, see DaSariipavaloka 
Dhara, capital of the Malava king- 
dom, xxiv, xxv 
Dignity, audadrya, 50, 62 
Disclosure, udbheda, 12, 14 
Disclosure of Affection, 
sphota, 68, 69 
Discouragement, nirveda, 110, 129, 
134 
Discourse, samlapaka, 70 
Disgust, jugupsad, 124, 131, 141 
Dismay, udvega, 20, 23 
Dissension, bheda, 137 
Dissimulation, avahttthd, 110, 121 
Distraction, moha, 110, 119, 145 
Distress, udvega, 132 
Diversion, rasdntara, 137 
drama, definition of, 2 
varieties of, 4 
opening of a, 79-80 
dramatic structure, general arrange- 
ment of, 90, 9I 
Dreaming, supta, 110, 117 


narma- 


E 


editions of DR., xxxix-xlv 

Effort, (pra) yatna, 9, 10, 15 

Element of the Plot, arthaprakrti, 
Q, II 

Eloquent Style, bharati, 73, 80, 81, 
08 

emendations of the text 
edition, xlii 

Emotion, hava, 59, 60 

Energy, utsdha, 124, 141 

Enigma, na@likd, 84, 87 

Enlargement, parikara, 12, 13 

Entrance of a Character, pravrt- 
taka, 82, 83 

entrance of actors, 83 

Enumeration of Merits, guiakathd, 
132 


in this 
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Envy, asiiyd, 110, 115, 142 

Epilepsy, apasmdara, 110, 
146 

Episode, patakd, 7, 9, 20, 44, 90 

Episode-indication, patakadsthanaka, 
7, 94 

Episodical Incident, prakari, 7, 9, 90 

Equanimity, mddhurya, 45, 46, 47 

Erotic Sentiment, srigdra, 74, 92, 
96, 98, 103, 128, 130-140 

Establishment, parinydsa, 12, 13 

etymological explanation of terms, 
XXiX 

Exaggeration, uddharana, 20, 21 

‘exalted’ hero, wddtta, 40, 41, 42, 
89, 102 

Excitant Determinant, 
vibhava, 107 

Expansion, bindu, 8, 9, 15, 91, 94, 
103 

“experienced’ heroine, 
49, 50, 51, 97 

Explanatory Scene, 
34, 90, OI 

Expression of Satisfaction, bhasana, 
Z2O0NaT 


118-119, 


uddipana- 


pragalbha, 


viskambhaka, 


F 


Fainting, pralaya, 108 

‘faithful’ hero, anukila, 44 

Farce, prahasana, 4, 53, 54, 99-100 

Fear, bhaya, 124, 145 

Feeling, bhava, 50, 60 

Fever, samjvara, 132 

Firmness, sthairya, 46, 47 

Foresight, prarocand, 25, 27 

formulas, transitional and 
ductory, xxviii 

Friendship, priti, 147 

Fright, trdsa, 110, 114, 145 

Frustration, nirodha(na), 16, 18 

Fundamental Determinant, dlam- 
bana-vibhava, 107 

Furious Sentiment, raudra, 74, 101, 
128, 142 


intro: 
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G 
Gallantry, puspa, 16, 18 
Gambling, aksa, 147 
GaneSa, invocation of, I 
Gay Style, kaisiki, 67, 68, 98, 102, 
103 
Gentle Dance, /asya, 2, 5, 98, 99 
Gentle Smile, smita, 144 
Germ, bija, 8, 9, 12, 13, 14, 15, 20. 


24, 28, 80, 94 
gesture, conventional (tripatakda), 
37 


Gift-giving, dana, 137 
Graciousness, prasdda, 20, 30 
Grandiose Style, sd&ttvati, 70 


H 


HAlasaptaSati, quoted in DR. com.. 
XXXVI 
Halayudha, lexicographer, praises 
King Mufija, xxii, xxv, n. 7 
a contemporary of Dhanamjaya, 
XXV 
Hall, Fitzedward, edition of DR. 
published by, xxxix—xl 
reprints of the DR. text of, xl 
inaccuracy of the text of Bh. 
published by, xl, 24, 104 
disregarded samdhi in giving 
variant readings, 75, 86 
Hanuman-nataka, quoted in DR. 
com., xxxvi 
existed in some form prior to 
11th century, xxxvili-xxxix 
harem, assistants of the hero in 
the, 66 
hero (ndyaka), characteristics of 
the, 40 
four types of, 40-42 
as lover, 42-44 
number of varieties of, 44 
companions of the, 44-45 
secondary, of the episode, 44 
opponent of the, 45 
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various qualities of the, 45-48 
assistants of a royal, 65-66 
relation of the, to the principal 
subject, 89 

of a Prakarana, 94-05 

of a Natika, 06, 97 

of a Dima, I00 

of a Vyayoga, IOI 

of a Samavakara, 102 

of an Utsrstikanka, 104 

of an Ihamrga, 105 

as source of pleasure to spec- 
tators, 127 

Heroic Sentiment, vira, 74, 92, 98, 
102, 128, 141 
heroine (ndyika@), the three main 

types of, 48 

the hero’s own wife as, 49-52 

actions of the, in anger, 50, 51 

a maiden or another’s wife as, 52 

a courtezan as, 53-54 

eight varieties of, according to 
relations with the hero, 54-57 

total number of possible varieties 
of, 58 

messengers of the, 58 

the twenty natural graces of the, 
58-65 

of a Prakarana, 95 

of a Natika, 97 

as source of pleasure to spec- 
tators, 127 

types of, to be employed in cer- 
tain cases, 139 

table- showing the chief types of, 
149 

Hint, grathana, 29, 30 

Horrific Style, Grabhati, 71, 72 

Horripilation, romdfca, 108, 129 

Humiliation, chalana, 25, 27 

Humility, nati, 137 

Humorous Speech, vydhara, 84, 88 

Hunting, mrgaya, 147 

Hysterical Mood, hkilakificita, 50, 

63 
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I 


imaginary persons, addressing of, 
38 
Impatience, autsukya, 110, 123, 134 
Incidental Subject, prasangika, 6, 7 
Incitement, bheda, 12, 15 
Incoherent Chatter, asatpralapa, 84, 
87 
Inconstancy, capala, 110, 123, 142 
Indication, marga, 20, 21 
Indifference, upeksa, 137 
Indignation, amarsa, 110, 115, 142 
Indolence, Glasya, 110, 120, 131, 144, 
146 
Induction, prastavana (= dmukha), 
81, 82, 88, 102 
‘inexperienced’ heroine; 
49, 97 
infidelity of a lover, 136 
Insanity, wnma@da, 110, 122, 132, 146 
Interlude, misleading translation of 
pravesaka, 35 
Intermediate Scene, arihopaksepaka, 
33, 36 _ 
Intimation, upanyasa, 16, 19 
intimation of unsuitable détails, 33 
Intimation-scene, cilikad, 34, 38 
Intoxication, mada, 110, 117, 142 
Introducer, sthadpaka, 79, 80 
Introduction, dmukha (= prastd- 
vand), 81, 82, 88, 102 
Introductory Scene, pravesaka, 34, 
94, 103 
Invitation, prarthana (Bh: SD.), 
24 ae 
Involuntary State, sattvabhava, 78, 
106, 108, 131 , 
iti, peculiar position of the word, 
77 
J 


Jain authors, xxv, xxvi 

Jester, vidiisaka, 45, 77, 82 

Jivananda Vidyasagara, reprint of 
DR. published by, xl, 46 

Joke, narman, 16, 17 


mugaha, 
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Joy, harsa, 110, 113, 141, 145 
Junction, samdhi, 29 
Juncture, samidhi, 11, 90, 98, Iot, 


102, 105 
K 
Kadambari, mentioned in DR. com., 
XXXVi 
Kamasiitra, quoted in DR. com., 
XXXVil 
Karptramafjari, quoted in DR. 


com., XxXXVi 
the sthapaka found in action in 
the, 80 
proves assignment of female 
roles to actresses, 82 
Kavyalamkara of Rudrata, quoted 
: in DR. com., xxxvii 
Kavyanirnaya, treatise by Dhanika, 
: XXXIV 
king, manner of addressing a, 77 
management of state affairs by 
a, 65, 66 
administrative assistants of a, 66 
Kiratarjuniya, quoted in DR. com., 
XXXVI 
Ksemendra, author, quotes stanzas 
by Mufija, xxiii 
Kumarasambhava, quoted in DR. 
com., xxxvi 


L 


language, to be characteristic of a 
special region, 74 
of the various characters, 75 
change of, 75 
Lassitude, kheda (SD.); 26 
Laudation, prarocand, 81 
Laughing, vihasita, 144 
Laughter, upahasita, 144 
‘light-hearted’ hero, Jalita, 40, 41, 
66 
Lightheartedness, Jalita, 46, 48 
local characteristics of a play, 75 
Lolling, lalita, 50, 65 
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Longing, abhildsa, 132, 133, 134 
Love, ratt, 124, 130 

love, unrequited, 132-134 
Loveliness, kanti, 59, 61 


M 


Magadhi, use of, by inferior char- 
acters, 75 

Magnanimity, audarya, 46, 48 

Mahabharata, mentioned in DR. 
com., XXXVi 

Mahanataka, quoted in DR. com, 
XXXVI 

existed in some form prior to 

11th century, xxxviii-xxxix 

Mahasvetavarnanavasara of Bhatta 
Bana, mentioned in DR. com, 


XXXVii : 
Mahfaviracarita, quoted in DR. 
com., Xxxvi 
Malatimadhava, quoted in DR. 


com., XxXxXvi 

Malavikagnimitra, quoted in DR. 
com., xxxvi 

Marvelous Sentiment, adbhuta, 74, 
92, 128, 145 

Meghadita, quoted in DR. com., 
XXXVI 

Merutunga, account of Mufija by, 
xxi, n. 2, xxili 

mentions Dhanapala 

brother, xxiv, n. 7 

messengers of the heroine, 58 

meters of the DR., xxix-xxxii 

Mildness, mrdava, 84, 88 

Military Spectacle, vydyoga, 4, IO 

minister of state (mantrin, amatya), 
65, 66, 95 

Mirth, hdsa, 124, 143 

Mis-statement, abhitaharana, 20 

Monologue, bhana, 4, 38, 98, 103, 
I04 

Mrcchakatika, quoted in DR. com., 
XXXvVi 


and his 
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Mudraraksasa, quoted in DR. com, 
XXXVI 
Mufija, Paramara ruler, patron of 
Dhanamjaya, xxi, 148 
epithets of, xxi, xxiii 
a poet, as well as warrior, xxii- 
XXiV 
Dhanika an officer at the court 
of, xxxii 
a land-grant of, xxxiii 


Dhanika quotes a stanza by, 
XXXVii 
Mufija, author of the Gaiidavaho, 
XXil,) 11.5 
N 
Nagananda, quoted in DR. com, 
XXXVI 


Narration, nirnaya, 20, 30 

Natyapradipa, dramaturgic treatise, 
XXXIX 

Navasahasankacarita, Vakpatiraja 
and Sindhuraja praised in the, 
xxii, XXVi, n. I 

quoted in DR. com., xxxvi 

Nilakantha (= Siva), 2 

notes, character of the, 
volume, xliv—xlv 


in this 


O 


Obstruction, pratiseda (SD.), 28 
Odious Sentiment, bibhatsa, 74, 128, 
I4I-142 
Opening, mukha, 11; 12, 28, 80, 98 
Opening of the Story, kathodghata, 
82, 83 
Opponent of the 
nayaka, 45 
Opposition, virodhana, 25, 27 
Ornament, bhiisana, 147 
Outburst of Affection, 
sphiirja, 68, 69 
Outvying, adhibala, 84, 86 
Outwitting, adhibala, 20, 22, 23 


Hero, prati- 


narnia- 
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12 
Padmagupta, poet, Vakpatiraja and 
Sindhuraja praised by, xxii, 
XXVi1, n. I 
a contemporary of Dhanamjaya, 


XXV-XXVi 

Paisaci, use of, by inferior char- 
acters, 75 

Pandavananda, drama, quoted in 


DR. com., xxxvii 

Pantomime, urtya, 5 

Parab, K. P., edition of DR. pub- 
lished by, xli 

Paralysis, stambha, 108 

Parasite, vita, 45, 98 

Parimala, another name of Padma- 
gupta (q. v.), xxv 

Particular Presentation, prayogGti- 
Saya, 82, 83-84 

‘partly experienced’ heroine, madh- 
yd, 49, 50, 51 

Parvati (Sarvani), 2 

Passion, held, 50, 60 

Pathetic Sentiment, karuna, 74, 104, 
128, 146 

Pause, avamarsa, 11, 24, 101, 102 

Permanent State, sthdyin, 92, 106, 
109, 124-127, 120, I31 

Personal Address, jandntika, 37 

Placation, fakti, 25, 26 

play, opening of a, 79 

Pleasantry, narman, 68 

plot, modification of unsuitable 
features of a, 89 

Poise, gambhirya, 46, 47 

Prabandhacintamani, account of 
Mufija in the, xxi, n. 2, xxiii 

Dhanapala and his brother men- 

tioned in the, xxiv, n. 7 

Prabhavakacarita, Dhanapala men- 
tioned in the, xxiv, n. 7 

Prakrit, used in one form of 
viskambhaka, 34 

certain characters to speak, 75 
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Prataparudriya, quotations from 
DR. in the, xxviii 
praticdra, word not in the St. 


Petersburg lexicons, 70 
prefix, omission or addition of a, 
in technical terms, xxxi 
Preliminaries, pirvaranga, 79, 85, 
86 
Pretended Anger, kuttamita, 50, 64 
Principal Subject, ddhikdrika, 6, 89 
Privation, ayoga, 131, 132-134, 139 
Priyadarsika, mentioned in DR. 
com., XXxXvi 
Production of a Matter, vastat- 
thapana, 72 
Progress, krama, 20, 21-22 
Progression, pratimukha, 11, 15 
Propitiation, samgraha, 20, 22 
Prospect of Success, praptyasa, 9, 


10, 20 
Prthivivallabha, epithet of King 
Mujija, xxi 
psychology of enjoyment of the 
drama, 127 


Pursuit, parisarpa, 16 
Puspadisitaka, drama, mentioned 
in DR. com., xxxvii 


Q 


Quarrel, totaka, 20, 23 
queen, manner of addressing a, 77 
the oldest wife in a Natika to 
be a, 97 
Quietistic Sentiment, Santarasa, 129 
quotations, from DR., in Pratapar. 
and SD., xxviii 
illustrative, in Dhanika’s com- 
mentary, Xxxv-xxxix, xliii-xliy 


R 


Radiance, dipti, 50, 61 
Raghuvam§Sa, quoted in DR. com. 
XXXVI 
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Rajendrakarnaptra, Mufija men- 
tioned in the, xxi, n. 2 

Rama, as hero, 127 

Ramabhyudaya, drama, mentioned 
in DR. com., xxxvii 

Ramayana, mentioned in DR. com., 
XXXVI 

mentioned in DR., 38-39 

rank, grouping of characters ac- 
cording to, 67 

Rasikasamjivani, a stanza by Mufija 
quoted in the, xxiii 

Ratnavali, frequently quoted in DR. 
com., XXXvVi 

Raving, pralapa, 132 

Rebuke, dyuti, 25, 26 

Recollection, smrti, I10, 116, 132, 
142 

Re-interpretation, avasyandita, 84, 
87 

Repartee, vakkeli, 84, 86 

Representation, riipaka, 4 

Resentment, mGna, 135-137 

Resolve, yukti, 12, 13 

Response, pragamana, 16, 18 

Revelation, dksepa, 20, 23-24 

Reverence, prasanga, 25, 26 

role, female, assigned to an actress, 
82 

Rudra, a poet, quoted in DR. com., 
XXXVII 


Ss 


Saduktikarnamrta, a stanza at- 
tributed to Dhanamjaya in the, 
XXiV 

King Mufija mentioned or quoted 
in the, xxiv, n. 3 

Sahityadarpana, dependence of, on 

DR., xxviii 
refers to DR., 15, 17 
criticizes DR., 65, 66 

Sakuntala, quoted in DR. 

XXXVI 


com., 
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Sambhu, author, mentions Mufija, 
ros Wh A 
Samudramanthana, a drama or a 
legend, mentioned in DR. com., 
XXXVIII 
Sanskrit, one form of viskambhaka 
to be in, 34 
characters that are to speak, 75 
generally used in the Eloquent 
Style, 81 
Santistiri, author, mentions Dhana- 
pala, xxiv, n. 7 
Sarasvati, 2 
Sarasvatikanthabharana, Mufnja 
mentioned in the, xxiii, n. 2 
DR. quoted in the, xxxiii, n. 2 
Sarngadharapaddhati, stanzas by 
Mufija in the, xxiv 
contains three stanzas by Dhan- 
ika, xxxiv 
Sarvani (= Parvati), 2 
Sauraseni, use of, by inferior char- 
acters, 75 
scenes explaining omitted matters. 
33-36 
Self-control, dhairya, 59, 62 
Sense of Honor, tejas, 46, 47 
Sentiment, rasa, 4, 91, 92, 96, 98, 100, 
IOI, 102, 103, 104, 106, 126, 
127, 128, 129, 148 
Separation, viprayoga, 131, 135-139 
Settling, samddhdana, 12, 14 
Shakspere, a parallel adduced from, 
132 
Shame, vrida, 110, 118 
‘shameless’ hero, dhysta, 42, 43, 44 
Show, ripa, 3 
Sickness, vy@dhi, 110, 122, 142, 146 
Silent Expression of Affection, 
mottayita, 59, 64 
Sigupalavadha, quoted in DR. com., 
XXXVi 
Siva (Nilakantha), 2, 78 
Sleeping, nidra, 110 117, 144, 146 
Smile, hasita, 144 
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Sobhanamuni, Jain author, a con- 
temporary of Dhanamjaya, 
POA WH Gh, Oa 

Sorrow, Soka, 124, 139, 146 

Special Juncture, samdhyantara, 
147 

spectator (rasika), 106, 126, 127 

Sportiveness, /ild, 59, 62, 140 

Sridharadasa, author, quotes a 
stanza by Dhanamjaya, xxiv 

quotes or mentions King Mufija, 


XXIV, 13 

Srivallabha, epithet of King Mujija, 
Xxi 

Srngaratilaka (attributed to Kali- 
dasa), quoted in DR. com, 
XXXVI 

stage, actions not permitted on the, 
93 


Stage of the Action, avasthd, 9, 11 
stage-directions, mention of asides 
in, 37 
stage-manager, manner of address- 
ing the, 76 
assistant of the, 76, 82 
opening of a play by the, 79, 82, 
88 
remark of the, taken up by 
another actor, 83 
refers to an entering character, 
84 
State, bhava, 108 
structure, dramatic, general arrange- 
ment of, 90, 9I 
Stupor, jadatd, 110, 113, 132, 144, 
146 
Style of Procedure, vrtti, 67, 73, 74, 
100, 102 
Subhasitavali, stanzas by Mufija in 
the, xxiv 
Subject, Principal, ddhikdrika, 6, 
89 
Subject-matter, vastu, 6, 7, 33, 36, 
80, 88, 92, 96, 98, 100, 102, 105 
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Sub-juncture, anusamdhi, 90 

Success, pradpti, 12, 13 

sufix, addition or rejection of a, in 
technical terms, xxxi 


' Suggestion, upaksepa, 12 


Summary, dddna, 25, 28 
Supposition, ripa, 20, 21 
Surprise, paribhdvand, 12, 14 
§vdsa, used for nihsSvdsa, 123 
Sweating, sveda, 108 
Sweetness, mddhurya, 50, 61 


© 


Tailapa II (Taila), Mufija defeated 
and executed by, xxii 

Tarangadatta, drama, mentioned in 
DR. com., xxxvii 

Tastefulness, vicchitti, 59, 63 

technical terms, varying forms of, 
XXX-XXXI 

method of translating, xliii 
Termination, kavyasamhara, 29, 32 


terminology, variations in, xxx- 
xXxXxi 

Terrible Sentiment, bhaydnaka, 74, 
128, 145 

text of DR, in Hall’s edition, 
XXxix—xl 


in the present volume, xli-xlii 
Thunderbolt, vajra, 16, 19 
Torment, tapana (SD.), 17 
Tranquillity, fama, 124, 129 
Transitory State, vyabhicarin, 92, 

106, 109, 110, 125, 129, 131 
translation, character of the pres- 
ent, xliii 
of technical terms, xliii 
Trembling, vepathu, 108 
Triple Explanation, trigata, 84, 85 
Tripura, the burning of, as subject 
for a drama, Io1 

Tumult, vidrava, 25 

Tumultuous Disturbance, avapdata, 
72, 73 
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U 


Udattaraghava, drama, 
DR. com., xxxvii 
Udayanacarita, story mentioned in 
DR. com., xxxvili 
Udbhata, rhetorician, 73, 74 
Unforeseen Circumstance, 
gtthana, 29, 31 
Union, sambhoga, 131, 140 
Unrequitedness, vidhiita, 16, 17 
Uproarious Laughter, apahasita, 
144 
Utpaladeva, Saivite guru, not to be 
confused with Utpalaraja, xxii, 
n. 5 
Utpalaraja, epithet of King Mujfija 
(q. v.), XX1, XX1il, XXxil 
Uttararamacarita, quoted in DR. 
com., XxxXvi é 


quoted in 


upa- 





V 

Vakpatiraja IJ, Paramara ruler, see 
Mufja 

Vallabhadeva, stanzas by Mufija in- 
cluded in the Subhasitavali of, 
XXIV 

variation in form of_ technical 
terms, XXx-xxxI 

‘vehement’ hero, uddhata, 40, 42, 
45, 101, 105 

Venisamhiara, frequently quoted in 
DR. com., xxxvi 
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verse-fillers, Dhanamjaya’s use of, 
XXX 

Viddhasalabhafijika, quoted in DR. 
com., xxxvi 

Vidyasagara, J., reprint of DR. pub- 
lished by, xl 

repeats errors of Hall’s edition, 

xl, 46 

Vigilance, vibodha, 29 

Vikatanitamba, poetess, quoted in 
DR. com., xxxvii 

Vikramorvasi, quoted in DR. com. 
XXXVI 

Virifici (= Brahma), 
dramatic science, 2 

Visnu, invocation of, I 

Visnu, father of Dhanamjaya, xxiv, 
148 

Vivacity, vildsa, 45, 46 


creator of 


W 


Weakness, gldii, 110, 111, 134, 144 
Weariness, Srama, 110, 112, 144 
Weeping, asru, 108 
wife of the hero (svd), as heroine, 
48, 49, 95 
wild dance, tandava, 2, 5 
women, Prakrit to be spoken by 
most, 75 
manner of addressing, 77 

















